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POST-PANDEMIC MUSIC EDUCATION
Abstract
An educational landscape drastically altered by the Covid-19 pandemic sets the scene as the
author becomes their own research subject. The primary inquiry into how to become a better

teacher is explored during the 2021-2022 school year in K-12 schools in Northwest Oregon. The
inquiry was broken into three thematic questions to guide the research:
1. What does differentiation look like in the music classroom?
2. What methods could be employed to produce more effective instruction in the music
classroom?
3. How do I ensure that my music classroom is both culturally relevant and safe for all
students?
The research subject explores the themes of differentiation, strategic planning, and culturally
relevant pedagogy in the context of three K-12 music classrooms in three different schools. The
looming shadow of the covid-19 pandemic transforms the trajectory of the research, providing
implications of the future of education.
Keywords: music, education, pandemic, differentiation, pedagogy
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CHAPTER I
Introduction
A Post-Pandemic Philosophy of Music Education
From elementary school through college, in every classroom where I felt I had learned
something, there was a certain kind of energy that occupied the room. There was a certain sense
of calm, but also a sense of reverence that seemed to live in the walls. I wasn’t sure where this
atmosphere came from, until the professor walked into the room. When they spoke, I realized
that it was their reverence that permeated the walls, and their sense of calm that eased my heart
and mind. For that period of instruction, the door was closed to one world and open to a whole
other realm of possibility. After having this experience for the first time in high school, I would
end up chasing that feeling in every classroom experience I had thereafter (sometimes to the
detriment of prolonging my undergraduate degree). This sort of classroom environment is not
only what I strive for in my own learning, but it is the environment that I wish to bring to my
students. Every spoken word or every note played continues to reverberate for years after a
single moment in time.
One could argue that my description of this energy that occupies the space of what would
otherwise be an empty classroom is that of an inter-objectivist perspective. Originally proposed
by Gottfried Wilhelm von Leibniz and later revitalized by Isaac Newton, it is this idea that space
(or in this case, the classroom) is empty and void of substance until it is eventually filled by
objects of the universe. In this way, the energy of this classroom is not something that exists on
its own but by this sort of inter-objectivity (Davis, 2009, pg. 102). However, this idea does not
particularly resonate with me because I don’t believe that the universe was ever truly empty. This
classroom, without the presence of this calm, reverent professor, still exists on its own, and
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though it may be filled with other sources of energy over time, there was never a point in which
the classroom (or the universe) was void of this or any other source of energy. Because as Albert
Einstein famously stated, “energy can neither be created nor destroyed”, it can only be
transformed. As an educator, I feel that transforming energy is part of my duty.
When students walk into a classroom, every individual is bringing their own source of
energy that will inform the environment around them. There are endless possibilities of what
kind of experience students will be carrying on their backs and in their hearts. And while the
teacher residing over the classroom may not know the intricate details of these blessings or
burdens, they should be opened to receiving these students as they are and be instilled with a
certain amount of awareness to dictate how they will choose to transform the energy in that
environment. Until recently, I wasn’t quite sure what this sort of transformation looked like in
practice. There seems to be several practices that occur simultaneously to make this happen and
one way it can be explained is through the study of complexity science. Through the study of life
and living systems (or the study of learning and learning systems) we can see how a selforganizing body can respond and therefore change or transform a certain set of circumstances in
relation to the purveyor of change (or knowledge, i.e., the teacher) and the learner (Davis, 2009).
When a teacher reacts to the energy in a classroom and teaches their classroom according to the
level of output from the students, they will inevitably cater the learning experience to those
students in accordance with their needs. When this occurs, every classroom experience will be
unique to the environment that occupies this particular group of learners. Thinking of teaching
from this perspective goes beyond the sense of social duty or obligation to take care of the needs
of every student in a classroom. It becomes a scientific imperative.
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This point, however, does not undermine the importance of teaching within the scope of
social justice. I would argue that it further drives its urgency. To reference the contemporary
perspective of this narrative, students and teachers are now emerging from a core shattering
moment in history, into yet another equally unique period of transformation as we learn to
recover from a pandemic that changed the world. One such result of this period was revelations
of injustice towards an array of marginalized citizens finally coming to light in massive view.
The collective lesson being that they can no longer be ignored, most especially in our education
system. As I read on about the issues that divide people the most, I try to consider where the
roots of the problems reside. These roots are hundreds of years old, and even though we cannot
change what happened that long ago, we can change the course of their outcomes in our present
and future. It is my strong belief that much of the persistent problems that are holding back the
progress of social justice lies within education and the lack of access to education that many are
experiencing. With a world already turned on its axis, educators have an opportunity to turn this
around by making huge changes to the system that harbors education. The education system in
the United States has unfortunately had a hand in perpetuating injustice particularly in the origins
of our modern school system at the turn of the 20th century. From IQ tests formulated with
completely objective inquiry, to the tracking of marginalized people into an oppressive
workforce or into the prison system, stripping them of their cultural heritage in the process by
“Americanizing” them, many see their education system as something that has perpetuated their
oppression for generations (Mondale, 2001). In this way, our education system has failed for so
many people, and has contributed to the violence and deepening division that we are seeing in
present day. Yet hope is not lost. We will simply have no choice but to alter our navigation,
traversing a new trail towards a post-pandemic education. This is an interesting and particularly
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exciting time to be going into this field. But this kind of change is going to take a lot of work and
it is a burden that cannot be carried by educators alone. The parents of our students, the
administrators of our schools, and the legislative body of our local and federal governments all
need to come together to educate themselves to completely rebuild both our public and private
school systems in the United States. Division persists as we see individual states passing laws to
placate some groups, while continually oppressing others. The implications of both presenting,
and tolerating alternative truth in our classrooms, sets a precedent for further division in our
country, the impact of which will be felt by our current and future generations of students. I am
only one person, and there is only so much that I can do. But as some people find their duty in
organizations like law enforcement or in the armed forces, I find my duty in education, and I
believe that the mission we have now, as educators will truly be the act that navigates the course
of preserving freedom for everyone in our country now and for many generations to come. I
didn’t always feel this way, this sense of duty. There was a time when I felt that my duty was not
to participate in any system that has ever perpetuated oppression. I spent years of my life diving
into different avenues of counterculture, seeking desperately the answers to questions asked by
society in cyclical rotation. What I found is that oppression has as many variants as an
uncontrollable virus. No matter where you go, it is always there in some form. I reached a jagged
bend in my path, and I had to make a choice. Given the skills and knowledge I have managed to
collect in my time, how could I contribute to my community in a meaningful, impactful way?
This question arose with greater urgency at the dawn of the pandemic in 2020. If there is
anything I have learned while living through this time, it is that in order to get to the bottom of
truth and solution, you must dig down to the roots. You must go where it all began. Where does
community first arise for our children beyond their immediate families? It begins with school. It
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starts with education. I want to be there for their beginning, because therein lies my beginning.
Education will always be a well that I will pull from, to dispense in the areas of my expertise
with hope that my students and I will begin to grow and heal. It is all I can do, and to be
surrounded by others who wish to do the same, is a dream that I hope to make reality.
There have been many ways our education system has evolved in preserving the safety
and autonomy of students, particularly in the laws that govern our schools. Parents entrust
educators to protect their children daily. It is crucial that educators remain diligent in ensuring
that negative agents do not have a place to grow in our schools. This takes a certain amount of
awareness outside of the classroom and if teachers are so caught up in the daily tasks of
classroom management, it may be more difficult for teachers to notice acts of abuse within their
schools. I believe funding for education should be allocated in a way that takes this pressure off
teachers and put into resources that allows for careful examination and accountability of anyone
in direct contact with students on a regular basis. As part of the environment that I wish to create
in my classroom, it is highly important that students do not only feel safe and protected, but also
nurtured both for the sake of their well-being, and of their ability to focus on learning, rather than
survival.
Throughout time there have been many different points of view on what it means to both
protect and educate students, and many of these perspectives (although perhaps indirectly) still
influence our school system in ways that seem so second nature that we don’t even give them a
second thought. Many of these influences were highlighted for me in an eye-opening way in
Brent Davis’ Inventions of Teaching: A Genealogy. His description of education through the lens
of genealogy shaped much of my newfound understanding of how our education system formed,
and in the ways that it is still evolving. Particularly, it was his breakdown of certain terminology
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associated with educating someone, or to refer to someone as an educator or an administrator of
knowledge. It was also the fact that certain words such as “master”, “discipline”, “tuition” and
“intuition” can take on different meanings depending on the school of thought they derive from.
It made me realize that the way these words are used can imply a certain perspective of authority
or autonomy, and to whom the responsibility of teaching and learning belongs. In Western
religious traditions, discipline and mastery are not the responsibility of the learner, but of the
teacher (Davis, 2009, pg. 58-59). In this way, the teacher is demonstrating their mastery, and
they are administering discipline. Further, this seems to imply that the student will always be
under the thumb of authority of a superior or higher entity. This is not how I choose to
understand mastery, discipline, or authority. It is important to me as an educator, that I am not
seen as superior to the student.
While it is important to foster a certain amount of order in a classroom, I am aware of the
implication of a white woman presiding over a body of individuals as a person of authority, and
mastery as a form of oppression. The ways in which a teacher presides over a classroom, the way
they choose to display themselves to their students, has just as much of a reverberating effect on
them as any other permeable memory, positive or negative. If we wish to change dynamics in
society, then they must also change in the classroom. It can be as simple as referring to a teacher
without English honorifics such as Mr. or Mrs., but it needs to extend further than these sorts of
formalities. For a person to feel any genuine sense of autonomy, they need not to feel as though
they are coming into a situation (whether it’s work or school) as an inferior. In my short
experience as a private music instructor, when my students are put in a position where they feel
that they are teaching me as much as I am teaching them, suddenly the playing field becomes
even. They don’t feel that they are being lectured, or that they are unlocking a portal that is only
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accessed by an exclusive group. They also hold the key to the same portal of knowledge when
they are assured that their experience as a human is just as valid as the person guiding them.
Yet as I embark on becoming a student again after a seven-year lapse in formal
education, I find myself feeling a sense of inferiority, in search of the key to an elusive portal of
knowledge. I’m then left to ask myself whether this kind of humble navigation should be seen as
a form of inspiration, or if I am reinforcing the ways in which authority has been centered in the
core of our education system. I have developed a profound level of respect for my elders
throughout my life whether they are my family or my educators, and I must also ask myself what
it is about them that makes me respect them. Is it their strong arm of authority? I don’t think so.
Is it confidence that they exude in their teachings? Not necessarily. What I believe maintains my
level of respect for my elders is their explicit demonstration of their commitment to the greater
good for all. Their level of commitment is not selfish, but it also not without self-dignity. It is
represented in the form of care for oneself that accommodates an optimum level of care for those
around them. It comes from an acknowledgment of a convergence of many walks of life all
looking for the same answers, all seeking the same forms of validation, love and understanding.
It comes from a place that transcends the Western worldview of knowledge and wisdom and it
illuminates a universal path of enlightenment.
It is rare to see the totality of these qualities take form in any single human being, and we
are all prone to many years of error before coming into fully formed versions of ourselves. But I
have seen fragments of these qualities in my elders and educators over time. These fragments are
passed down sometimes in granulates as small as a single grain of sand. Yet every grain
contributes to a massive dune, and it is often the smallest gesture that can create these larger
levels of impact.
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Conclusion
It is my mission, one day at a time, to dispense these small gestures of love,
understanding and validation to my students. It is my mission to continue educating myself and,
in the process, nurture myself in a way that accommodates this optimal level of care for those
around me. It is my willful intention to maintain an active state of learning alongside my
students, acknowledging that there is a limit to my knowledge and wisdom but that there is
always room to grow. It is my mission to be the teacher that I always wished I had, and to defy
the odds of my own flaws and preconceived notions of understanding. It is my mission to
dismantle what systems of oppression that plagues the community I serve, and to continually
stand up for those who are under the impression that they are without a voice. It is my mission to
know when to speak, and to know when to step aside and let someone more informed than I am
speak. It is my mission to know the difference between truth and biased indoctrination. It is my
mission to explicitly demonstrate with my actions, my commitment to the greater good of the
community I serve. It is my mission to be an elder to my students that they can trust. To be
someone that they can come to when other elders or peers have left them without guidance. To
share with them the key to the portal that will open a new dimension of their understanding and
walk beside them as they navigate their continued path of education. It is my mission to show
students their true potential and to instill in them the confidence they need to go forth on the path
that nurtures themselves and those around them.
Through careful documentation of my own journey from student to teacher, I hope to
fulfill these mission goals by clearly examining the areas in which I need to strengthen my
approach through differentiation, strategic planning, and music pedagogy. Through studying
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these three themes in the context of my clinical practice, I believe I will become more informed
of my strengths and weaknesses not only as a teacher, but also as a person.
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CHAPTER II
Literature Review
Purposes and Objectives
The purpose of this action research project (ARP) is to conduct a thorough exploration of
several methods and strategies in the pursuit of becoming a more effective educator in a postpandemic era of education. While many traditional practices have proven to be steadfast and
reliable, the structure of education is currently in a state of transformation, and incoming
educators such as myself must also stride at the pace of this transformation. With this pursuit in
mind, it has been my objective to understand as much about the traditional practices of teaching
and to what extent these traditional practices may or may not coincide with contemporary
practices that will inform the organization of my future classroom. The research surrounding
these practices will be examined over the course of three themes: differentiation, strategic
planning, and music pedagogy.
Procedure
The foundation of this compilation was assigned course readings throughout a one-year
accelerated pursuit of the Master of Arts in Teaching at Western Oregon University. Through the
compilation of these original course readings, several sources were recovered from the citations
of these articles. In addition to gathering course readings, I also maintained a personal journal to
document my teacher candidacy at an elementary school, middle school, and high school in
Northwest Oregon. This journal (in addition to preserving my sanity) would end up becoming a
critical component to guiding my research as it shed light on matters of teaching that I had only
previously considered from an outside perspective. Much of the literature uncovered in this
process encapsulates the full scope of the three themes of this research, the ideas of which will
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cross over through several realms of education. However, the combination of this research and
personal documentation allowed me to extrapolate what I found to be the most pressing concerns
of my own pursuit of becoming an educator and were gathered in the most relevant
categorization in accordance with these themes.
Using the course readings as a gateway for other sources, I used the university library to
research articles using key words such as “culturally responsive pedagogy in music education”,
“instrumental music education in the 21st century”, “differentiation in music education” and
“technology integration in music education”. These key words directed my research towards
essential teaching practices in the context of my discipline. The most compelling observation that
I made during this search is that some of these concepts are still quite new particularly in music
education, meaning there was sometimes limited results. However, I did manage to find
resources that were written over the last five years that led to many other sources that was clearly
used as the foundation for these newer articles which will be referenced in the following review.
Introduction
Imagine being an educator for several years only to experience a catastrophic global
event that changes the framework of society in a way that puts everyone (in this context,
educators) back to year one. This is the primary sentiment of educators I have interacted with
over the course of the 2021-2022 school year. This narrative is informed by this sentiment and
therefore a crucial acknowledgment throughout the course of this research as well as a testament
to the revolutionary propositions that are emerging in the world of education due to these
significant events. This narrative, with respect to the text and perspective of its contributors, will
dive into a comparison of culturally accepted teaching practices prior to the year 2020 and the
contrasting evidence of alternative practices that are becoming en vogue in both major and minor
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institutions of education out of necessity, utility, and as a result of cultural and trauma-informed
response in the educational era following the year 2020.
An overarching sub-theme that will appear throughout this narrative is the concept of
technology integration. A once two-dimensional concept that first took form in education as a
convenience for teachers and administrators to digitize instructional and record keeping artifacts
has in modern practice become a part of the foundation of lesson planning, delivery, and mode of
presentation. Through several technological mediums, education has been catapulted into a
profession that now relies on technology to serve its students. A closer look at how this is taking
place in this era as well as the potential implications and predictions of the future of education
will be a central focus weaving throughout the three primary themes.
Another concept that has taken the forefront of educational reform is the idea that
“multicultural education is critical pedagogy” (Nieto, Bode, 2012, p. 41). This idea extends itself
to reach the controversial conclusion among educators that teaching is not a politically neutral
profession. This narrative will explore the ways in which multicultural education is taking form
in modern academia and the ways it takes form in various content areas with special attention to
music education. It will also examine the current political divides that have made the road to
normalizing multicultural education not without its unique challenges in school districts across
the nation.
Finally, one of the many questions that will be considered throughout this narrative is
how all of this applies to my delivery of music education. What tools will I bring to my future
classroom, and what will I leave behind? As teachers in every content area in American schools
are re-examining their curriculum and experimenting with new or previously rejected forms of
approach to instruction, music education is also in a state of transformation. Music education as
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well as professional musicianship, is considered a privilege. Music education is a very expensive
endeavor that not all school districts or individuals can afford. In addition, the monetary
maintenance a professional musician must keep is equally demanding. But throughout history,
music has also been a vehicle for empowerment for some of the most marginalized groups of
societies all around the world. This narrative will attempt to uncover the ways in which music
can continue to be accessible to students and a continued source of empowerment in their future.
An important component of my work as both an educator and a professional musician is finding
balance mentally, physically, and financially in these roles. I am a strong believer that I could not
be an effective educator without being able to “practice what I preach”. My ability to properly
serve my community through music education is contingent upon my ability to continue being an
active musician. Through personal documentation and research, I will explore the ways I can
maintain this balance and pass that on to my students who also wish to pursue a career in music,
or in any other profession that requires tireless dedication and unwavering passion.
Differentiation
As someone who began their role in education through private, one-on-one music
instruction, differentiation, or more specifically, the tailoring of instruction to meet the needs of
every individual student, is something that I am passionate about. Every student has very specific
individual needs. These needs are all a part of the intricate mosaic of their life experience from
the environment they have grown up in, their cultural background as well as their access to stable
support systems. Perhaps one of my most difficult challenges as a pre-service teacher is learning
how to be a “teacher for all” and not just for one at a time. My strength as a teacher so far has
been in the form of connecting with students individually, but when it comes to addressing a
class with multiple kids with such differing needs all interacting together at once, I have found it
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difficult to find my “default-mode” as a classroom teacher. This sentiment became part of my
central focus of my research in the theme of differentiation, diversity, inclusive education, and
culturally responsive pedagogy.
In his article “Big Tech Little Change”, Simon Rodberg (2019) challenges educators to
question tradition within the context of technology integration. He encourages educators to ask to
what extent are they willing to change their tried-and-true pedagogy to accommodate for the
innovations of 21st century technology in the interest of adding more tools to help students
succeed in a vastly changing and competitive society. He also poses and discusses the difficult
question of why it is so hard to make big changes in education. With the interest of finding more
ways to differentiate my curriculum delivery, and to help students become privy to the many
technological innovations within the world of music, this article provides helpful insight on the
importance of this kind of differentiation moving forward.
“Teacher Beliefs and Uses of Technology to Support 21st Century Teaching and
Learning” summarizes the research conducted by Ertmer, Ottenbreit-Leftwich and Tondeur
(2016) which focuses primarily on how teachers’ beliefs affect the ways they choose to
incorporate technology into the classroom. It illustrates the stark contrast between the mindsets
of “traditional teachers” (those born before the dawn of internet dependence) and those of “21st
century teachers” who are otherwise known as “digital natives” (those born after the dawn of
internet dependence). As someone who was born in the late 80’s, I still remember a time before
the Internet became an integral part of the fabric of society. However, much of my youth was
spent during the pioneering days of the Internet as it gained acceptance into American homes. I
feel that I am often stuck in the middle between the traditional teachers who started their careers
without these technologies and of the younger teachers who have known no other world without
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the Internet. It is among my many goals to try to find a balance between these two worlds when
it comes to my own integration of technology while also being mindful of the ways in which
schools functioned before the Internet. I want to see what I can take from both worlds to help my
students in ways that will be most relevant to their success as music students. This article has
provided critical data with this goal in mind.
In “Diving Beneath the Surface”, Carol Ann Tomlinson (2019) examines the five stages
of transformation teachers must undergo to make “second-order change” in the pursuit of using
educational technology efficiently. She also cautions against the use of technology “for
technology’s sake”. She summarizes how we must find purpose and meaning to student-centered
technology integration. While I don’t think that I will ever have this issue specifically with
integrating meaningful purpose for technology in my classroom, I think it is valuable to look at
technology integration from a perspective that might not necessarily align with my own so that I
can continually strive for differentiation in areas that I may not have considered previously.
Tara Yosso (2014) provides a thorough examination and challenge of traditional
interpretations of cultural capital through the lens of Critical Race Theory in their article “Whose
Culture Has Capital? A Critical Race Theory Discussion of Community Cultural Wealth.”
Black, Indigenous, People of Color (BIPOC) students and educators have been excluded from
theorizing spaces from white men and women. This article discusses the importance of BIPOC
students and educators occupying these theorizing spaces by bringing their own approach and
methodologies to the table. As part of my goal to become a more accommodating educator to the
BIPOC community, this article is critical to providing awareness to both the implicit and explicit
racism that has been exhibited within academic institutions for hundreds of years. It examines
how the concept of cultural capital has created a foundation of inequity for BIPOC students by
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excluding them from access to academic circles based on these theories surrounding cultural
capital.
Research conducted by Samuel Bowles and Herbert Gintis (2002) as summarized in
“Schooling in Capitalist America Revisited” examines the hierarchical school structure and how
it has been designed to mirror the successful functionality of modern corporate institutions by
training students to socialize within these parameters to achieve alignment with the expected
behaviors of a capitalist society. The result is that those with the highest education are also those
who are the highest earners. But there is also the strong correlation that those with the highest
education are also those with the highest debt, and while they may earn more, they are often still
paralyzed by this debt in a way that places former students economically in the same place of
disparity of those who did not seek higher education. The failure of this system prompted Bowles
and Gintis’ research and focuses on three major themes: human development, inequality, and
social change. As someone who wishes to see the education system transcend above and beyond
the narrow and unsustainable structure of capitalism, I believe this article assists in illustrating
the damage capitalism has done particularly within the education system and how it is affecting
student’s ability to succeed in a world where money is power and valued above equality and
other attributes of a functional and healthy society.
In “Special Education in Contemporary Society: An Introduction to Exceptionality”,
Gargiulo and Bouck (2018) team up to portray the “human side of special education”. This is
accomplished through research and real stories about the frustrations and fears as well as the
accomplishments, successes, and triumphs of those living with disabilities. This entire text has
been critical in helping me gain perspective and skills that will contribute to creating an inclusive
and informed environment in my classroom by getting a closer glimpse into the lives of those

POST-PANDEMIC MUSIC EDUCATION

24

living with disabilities as well as understanding the ways special education was established and
continues to be implemented in the United States.
The work of Nieto and Bode (2012) as beautifully articulated in “Affirming Diversity:
The Sociopolitical Context of Multicultural Education” is arguably one of the most in-depth
looks at multicultural education, particularly within a sociopolitical lens. Perhaps the biggest
takeaway is the strong assertion that “teaching is NOT neutral, it IS political”. This also happens
to be one of the most contested perspectives of education, particularly among educators
themselves. Additionally, Nieto and Bode clearly illustrate the fact that multicultural education is
(basic or critical) education, and not something that should be treated as an alternative to
educational norms, but rather a leading principle in education. Particularly from the point of view
of music education, it is crucial for my classroom to be a multicultural classroom. Music is a
universal language, and every culture on the planet has contributed to and impacted the
continued evolution of music in society. My background in classical music has revealed an
explicit erasure of BIPOC musicians and composers. It is my goal to continue bringing their
work to the surface and making their contributions become just as well-known and revered as the
European artists of the classical canon. This entire text has been critical in assisting me in
understanding my role in this pursuit.
In “Inventions of Teaching: A Genealogy”, Brett Davis (2009) provides a comprehensive
gaze towards the history of education through the framework of genealogy. The branches are
split within the binary of the physical and metaphysical western worldview providing an in-depth
explanation of how our education system evolved to what it is today, as well as providing
implications for the future trajectory of education. This book has proven to be critical to assisting
me in refining my views of education, as well as my philosophy surrounding education. It has
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further assisted me in grappling with the binary that exists in the pedagogical approach of 21st
century educational practices.
“Human Learning” the heavily informative text by Jeanne Ellis Ormrod (2020)
encapsulates a deep well of research conducted by both classical and contemporary professionals
as they strive to uncover the ways in which the human brain processes information and uses it to
navigate within a constantly evolving environment. The areas of research that are examined in
this text are those that I feel I need the most work to understand as I undergo my own classroom
management. My goals specifically align with learning more about the ways the human brain
processes information during specific developmental stages in the lives of children. Learning
more about this continues to inform my approach in the ways that I present information to certain
age groups.
In “Assessment and Student Success in a Differentiated Classroom”, Carol Ann
Tomlinson and Tonya Moon (2014) dive straight into the deep end in this narrative to help
educators understand the key elements of differentiated instruction by partnering the concept
with the effects it has within certain learning environments, curriculum, instruction, and
assessment. As I am quickly beginning to understand through my field placement experience, the
ability to differentiate instruction is a huge indicator of distinction between an effective teacher,
and an ineffective teacher. While relaying the importance of differentiation, Tomlinson and
Moon acknowledge both the challenges and benefits of classroom management and what that
looks like in a differentiated classroom with the following:
Although we humans resist being managed, we are amenable to becoming part of an
endeavor that we perceive to be meaningful and beneficial. Leading in a differentiated
classroom suggests that a teacher has a vision of a classroom where the welfare of each
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student is paramount, where members come together to achieve important goals – a
community designed to support the maximum development of each individual and the
group as a whole. When a teacher can articulate that vision to students of any age, help
them co-construct parameters by which such a community would operate, and
systematically work with them to implement the vision, students understand and own the
game plan in the classroom. “Let’s work together to create a place where learning works
for all of us” is a far more compelling invitation for most learners than “please sit still
and participate only upon invitation”. Such visionary approach doesn’t ensure that all
students will function with maturity and equanimity all of the time, of course. What it
does provide is a respectful, optimistic, growth-mindset oriented way for a teacher to
work with students to create an environment that balance structure and flexibility to
accommodate all kinds of learners” (Tomlinson, Moon, 2014).
Differentiation seems to be the pearl that grants educators access to as many of their
students as possible. This ability is of course among my many goals in becoming a better teacher.
Tomlinson and Moon have never disappointed when it comes to providing all the information
needed about this and other aspects of teaching.
Strategic Planning of Instruction
Before I began the journey of becoming a teacher, I always looked to my own educators
the same way many people look at mystics or magicians. In my mind, they seemed to have
access to this secret world of knowledge that I would only be so lucky to experience even once in
my lifetime. As I strive to learn more about what it really means to be an educator, this second
theme helps strip away the mysticism and take a closer look at the strategies, scaffolding,
effective instruction, high leverage, and evidence-based practices teachers before me have used.
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It will also attempt to uncover the implications of newer innovations of education that will have a
great impact on my teaching by the time I step into my own classroom.
In this very informative and inspiring article “Assistive Technology”, Kyle Redford
(2019) articulates the potential to transform learning experiences for students with and without
disabilities using assistive technologies. This article takes us through several examples of digital
innovations as well as the results of their uses in and outside of schools. Assistive technology is a
revolutionary innovation for education, and as a teacher I feel that it is part of my duty to be well
informed of all the possibilities for scaffolding that I can provide for my students, whatever their
needs may be. This article reminded me of this importance as well as the challenges that may lay
ahead in making these assistive technologies accessible in the classroom and what we can do to
ensure that students are able to take advantage of these incredible innovations.
As the world of education moves towards a more technologically dependent framework
for many beneficial reasons, there is also a legitimate concern for the privacy and protection of
our students. In “Protective Measures”, Linnette Attai (2019) highlights the importance for
schools to take privacy matters into consideration and the ways both educators and
administrators can make a cultural change surrounding the accessibility of technology. Safety is
my utmost concern regarding my students. When it comes to providing safety for students within
the technological landscape, it’s going to take some strategic planning and evidence-based
practices. This article helps articulate both the concerns and ways of mitigating risk when
implementing technology integration into the classroom.
Erik Palmer (2015) strongly advocates for the need for Internet literacy in his article
“Researching in a Digital World”. It highlights the idea that though the current and incoming
generations of students have not lived in a world without the Internet, it doesn’t necessarily mean

POST-PANDEMIC MUSIC EDUCATION

28

that they are able to properly navigate the “world wide web” to provide them with the best
research results. Palmer takes us through a few key approaches and reasoning for teachers to take
Internet literacy seriously in future classroom practice. As a music teacher and performer, I feel
that incorporating technology into my classroom is an imperative, as modern musicians need to
understand how the music industry has transformed with the innovation of technology. Without
background knowledge of the inner workings of streaming services, recording software and
equipment, music students will be behind the curve once they venture out into the world. Though
this article is focused more on research within a classroom, I think this text helps reinforce my
goals in producing tech savvy students that will also stand to benefit from being able to conduct
thorough research whether it is in music or any other content area.
Larry Ainsworth (2003) provides a very comprehensive breakdown of the standards with
respect to the words and syntax used and how teachers weave them into their lesson plans in
“Unwrapping the Standards”. This text has been crucial in helping me understand the purposes
of the standards and give special attention to how and why they are written the way they are. It is
an invaluable resource for all pre-service teachers, and I feel it has helped me articulate my own
goals surrounding my methods of lesson planning with respect to the standards.
In this interesting collaboration, Black and Williams (2010) provides a metaphor for
present policy of education being akin to that of a “black box” where input from the outside is
fed in “Inside the Black Box: Raising Standards through Classroom Assessment”. While we see
some of the output in teacher and student performance, it is rare that those who are involved with
the process get to see the inner workings of this black box. Williams and Black delve into the
reasoning for this as well as some research conducted into the effects of assessment and its need
to be interactive between student and teacher to produce more successful results. This text begs
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to answer several questions that I have had particularly about standards and assessment, one of
which is: “is there evidence that formative assessment raises standards?” It is my goal to
understand how assessment coincides with the standards and to what extent long-term
assessment affects the standards that we abide by. I am also not interested in working in a “black
box” where the work of education is not seen by the outside influences that informed it in the
first place. I want to know more about how education can become more collaborative with the
communities it serves.
This thorough analysis by Wayne Au (2011) provides a historical and conceptual review
of “Taylorism” in education that underlines the core principles of the factory production model
of education that eventually became dominant in the U.S. “Teaching Under the New Taylorism:
High Stakes Testing and Standardization of the 21st Century Curriculum” also explores how
high stakes standardized testing only perpetuates this model as well as the capitalistic format of
U.S society and how this model is incredibly problematic for students through a wide range of
research. As a music teacher, I am not someone who is going to be as concerned with
standardized testing in my classroom, but I am highly concerned about the effects it inevitably
has on my students as well as my colleagues who will be forced to abide by the pressures of
teaching and studying “to the test” as well as the exclusionary implications of subjective testing.
This text helps me understand the trajectory of curriculum in 21st century education and what I
should be prepared for as an incoming teacher.
Renowned educator Paulo Freire (1998) provides an invaluable perspective in his book
“Pedagogy of Freedom: Ethics, Democracy, and Civic Courage”. Freire invites us to consider
“critical reflection” and ideas that create more possibilities for learning as opposed to
transferring knowledge. Strategic practices require this idea of critical reflection, with the end in
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mind, as well as the bigger picture. This text helps me synthesize my own goals pertaining to
strategies of delivery as well as helping me remember what is important when it comes to being
the type of teacher who is always dedicated to the pursuit of continued learning.
Both “Human Learning” by Jeanne Ellis Ormrod (2020) as well as “Inventions of
Teaching: A Genealogy” by Brett Davis (2009) have been previously mentioned in theme one,
but they both serve me additionally when it comes to strategic planning and particularly with
evidence-based practices. Both texts provide a very critical historical context that allows me to
see the progression of education and how much further it must go before we are able to find
equitable solutions for all students.
In “Sparking Student Agency with Technology”, Will Richardson (2019) pose the
question: “Do we really understand the importance of agency and technology in a learning
context both inside and outside the school walls?” Richardson breaks down this idea of agency in
education in the context of technology and how it can be used to further the innovative and
creative potential for students. The concepts of agency and autonomy are important to me as an
educator. I am not interested in being an authority figure, but rather a facilitator for students to
find the path in their education that suits both their needs and desires in life, all of which will
vary greatly with every student I meet. Especially in 21st century education, I believe the
examples and stories illustrated in this article reinforce my ideas surrounding the importance of
student agency.
Music Pedagogy
The subthemes are integrated and theorized through a variety of sources under the
umbrella of music pedagogy. With careful attention to technology integration, culturally relevant
pedagogy, and the acknowledgement of the impact of the COVID-19 pandemic and its
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implications for music education in its aftermath, the following review demonstrates my most
overriding concerns as a prospective music educator. The sources provided allow for the
inevitability of evolving ideas surrounding these sub-themes and invites further research to be
conducted particularly around the prevalent issues that are arising in the aftermath of the
pandemic.
Chris Husbands and Jo Pearce (2012) aim to set the record straight in “What Makes
Great Pedagogy: Nine Claims from Research”. For all nine claims, detailed justification is given
through research and samples from classroom experiences. This analysis is presented from a
universal perspective of pedagogy that can be applied to any content area as it has reaffirmed
what I already believed about what makes good pedagogy and gives me pause to consider how it
can be applied directly to music, what I am already doing and what I have yet to incorporate into
my own teaching.
In “Equity in Music Education: Exclusionary Practices in Music Education” Jacqueline
Kelly McHale (2018) brings up a very important but polarizing issue in music education. Some
teachers are still choosing to include music in their curriculum that is “rooted in the Jim Crow
practices that pervaded post-Civil War life in the southern United States” (McHale, 2018, p. 60).
There is a lack of consensus among music educators as to how to deliver the context of this
music or whether they should be included in curriculum at all. This article digs into the
unfortunate history of exclusionary practices in music education and what we can do to reverse
the damage that has been done. McHale suggests that we should know our audience (our
students) when making the decision to omit certain pieces of music from the past and perhaps
save them for a time when students are older and are able to have critical conversations about the
context of these compositions. With this advocacy in mind, she writes:
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“Songs in the canon that have a difficult past cannot and should not be dismissed in
whole; they should be examined and discussed. In some cases, the history becomes part
of the teaching, and the song remains. Other times, the song is removed and perhaps
brought back when the students are older and more prepared to have deeper
conversations. Kindall-Smith, McKoy, and Mills challenges us as music educators to
consider those who have been excluded when we name American folk music. As music
educators, responsible for teaching children how to sing, dance, play and experience
music, we must work to understand the complicated history of the music that we teach.
Part of that work must be to acknowledge the simple fact that excluding the history of a
children’s song creates a false narrative and marginalizes the experiences of others. We
almost must take responsibility for repertoire that we choose, and research the origins,
lyrics, and ways that the music is presented and represented. As the teacher in Abril’s
study did, being willing to have conversations about music that may be exclusionary is
essential. We cannot assume the role of arbiter when the potentiality of exclusion exists.
Difficult conversations are just that – difficult -but they become important moments in
the development of our students’ musical lives. We need to recognize that teaching songs
that ignore or sanitize a difficult part of our collective past creates at false narrative. We
need to hold each other to a higher standard.” (McHale, 2018, p.62)

Music history is history. Music history gives a crucial and honest perspective of what was
happening in the world at the time it was written. Thus, when parts of it are ignored or buried
only to be favored by the white Eurocentric classical canon, it only perpetuates and establishes a
pattern of racism. Music is multicultural, and to only include some but not all cultures into the
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curriculum is doing a disservice to our students and the communities we serve. It is among my
goals to find ways to break this cycle of racism in music education by finding ways to broaden
the curriculum in a genuine way, rather than a tokenizing way. This text has helped me see why
this has been so difficult to attain for music teachers in the past.
Carlos Abril (2009) takes us through a case study that examines how one music teacher
responded to the cultural backgrounds of their students through a middle school instrumental
program in “Responding to Culture in the Instrumental Music Programme: A Teacher’s
Journey”. It gives particular attention to the differences and similarities to the ‘musical’ and
‘cultural’ self and how it might inform a teacher’s cultural responsiveness in their teaching. This
article seems to particularly hit home for me in my own goals of becoming a more culturally
responsive music teacher, particularly in an instrumental program setting. Nuance must be taken
into consideration, as there are many implications of a white woman teaching music to a diverse
group of students. There is a particular responsibility for white teachers to ensure that they are
doing the difficult work of checking in with their own implicit biases and making sure that these
are not seeping into their lessons. It is important that my pedagogy consists of impactful cultural
responsiveness that reaches beyond the confines of the classroom and this article gives me a lot
to think about with that in mind. Abril writes:
A sociocultural approach to teaching music considers the selection and use of culturally
diverse music and the ways they can be contextualized in the curriculum but goes further
by creating inquiry-based spaces where learners are invited to discuss, question, and
interrogate the music experience from different social and cultural positions (Abril, 2009).
Vanessa Bond (2017) sought to uncover the ways in which culturally responsive
education has been approached in music education in her literature review, Culturally

POST-PANDEMIC MUSIC EDUCATION

34

Responsive Education in Music Education. It also provides a brief history of culturally
responsive education and how its philosophical principles continue to evolve. This text was a
wealth of information as I began to narrow my focus on culturally responsive pedagogy in music
education. It was the first that I had discovered from where the term had derived, and it helped
me understand why there are still many barriers in making music education culturally responsive
and equitable. It also allowed me to take a close look at the conversations that have been
happening in music academia and to what progress certain educators have made. It is my goal to
continue this conversation and find ways to make my classroom student-centered when it comes
to choosing music curriculum.
In “Social Class and School Music”, Vincent Bates (2012) breaks down a pervading
issue in music education that polarizes low-income students from their affluent counterparts.
Students living in poverty are not only unable to afford the financial demands of maintaining a
life as a musician, but they are also heavily looked down upon by classist elites who are
gatekeeping the progress of up-and-coming music students. In three dimensions, financial
resources, cultural practices and social networks, Bates examines why this has become such an
issue and has suggestions on ways we can overcome this and make music more accessible to
low-income students. As a musician who grew up in poverty, the experiences recounted in this
article were very much in line with my own as I struggled to navigate a classist, elitist system
through my aspirations as a classical violinist. This article gives a clear illustration of why lower
income students are so much less likely to have access to music education let alone sustaining a
life as a musician. I feel that some of my most important work as a music educator is finding
ways to make not just Western music more accessible to students, but to also incorporate other
forms of music appreciation that are not typically showcased in music curriculum. This article
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not only inspires this pursuit, but it also gives clear and attainable suggestions of how this could
be done and change the course of music education into a more economically and culturally
sustainable pursuit.
In “Missing Faces from the Orchestra: A Social Justice Issue?” Lisa DeLorenzo (2012)
highlights when music professionals discuss cultural diversity in music, they often refer more to
the choices of repertoire to meet this balance. But DeLorenzo suggests that this conversation
needs to center around the musicians themselves to highlight the lack of diversity among
musicians in professional ensembles, which is undoubtedly a social justice issue. To get to the
bottom of this lack of diversity, DeLorenzo examines how public-school music programs have
perpetuated this inequity, and why black and brown students have been overall deterred from
joining school music ensembles. The issue of whitewashed classical string ensembles both in
schools and in the professional sector has plagued the world of music for far too long. In the
long-term lens, it is also important to create space for black and brown music educators to teach
in public schools. The lack of this representation has been cited by students as one of the biggest
deterrents in pursuing music as a hobby or a career and I believe that DeLorenzo gives a lot of
insightful guidance on how we can make this happen with the following:
For pre-service teachers unschooled in ways of thinking about how one’s cultural context
shapes the way students think and construct their identity, discussions of race and ethnicity
can seem secondary or unimportant in the larger scheme of teaching music. Yet, avoiding
conversations about race or the special skills that one needs to teach in an urban school
allows pre-service teachers to persist in seeing teaching through their own cultural lens.
From this perspective, they may unknowingly construct a mindset that homogenizes the
experiences and learning needs of their students (DeLorenzo, 2012).
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It is among my goals to assess how music programs need to change to create a more
inviting atmosphere to black and brown students to pursue music in this medium, and how
schools can attempt to alleviate the high financial demands of life as a musician. DeLorenzo’s
perspective has helped me look at this issue from a point of view that I value and hope to learn
more about in the coming years.
Daniel Bakan’s (2011) inquiry in “The Future of Music Making and Music Education in
a Transformative Digital World” specifically delves into the impact of digital technologies on
music pedagogy and their implications for the future as students have a vastly far-reaching range
of access to these technologies outside of the classroom. Bakan proposes that as music educators
we cannot deny or ignore the existence of these technologies and that it is part of our duty as
informed educators to find ways to incorporate them into our classrooms by becoming as
familiarized as possible with the inner workings and evolution of these networked digital tools.
As a working musician, I have had no choice but to familiarize myself with music making
technologies to be effective as a recording artist. Students are now able to access many of these
programs for free on their devices at home. Part of my goal as a music educator is to make sure
that these programs are made available in my music program, and that there will be allotted time
to incorporate relevant projects that will utilize the skills needed to operate these programs and
apply them to the student’s personal music making. Daniel Bakan gives a detailed report about
the various and most popular programs being used today which has helped me surmise just how
much is out there and which of these tools will be most relevant to my classroom along with
other data to examine the implications of these uses in modern music curricula.
In very recent acknowledgment and recognition of the challenges posed by the COVID19 pandemic, Gloria Ladson-Billings (2021) takes a hard stance on the fundamental opportunity
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we have as educators to use this moment to consider a “hard reset” on educational practices in
order to ensure academic, cultural, and social equity for students in “I’m Here for the Hard
Reset: Post Pandemic Pedagogy to Preserve our Culture”. She examines the potential
consequences of continued racial, cultural, and socioeconomic disparity if we attempt to go
“back to normal”. One of my highest concerns about pursuing a career in education is the ways
in which the pandemic will affect future educational and academic norms. Our nation’s school
system has needed a complete overhaul for quite some time, and as we emerge from the worst
part of the pandemic, we now have an opportunity to reflect and decide what is to be left in the
past, and what will be brought to the new world. Ladson-Billings has helped synthesize my own
reflections with hard truth that will speak not just for music education, but all forms education
worldwide if we do not make explicit changes for the sake of cultural preservation of all
students. In reference to deploying the hard reset, she writes:
If we are serious about promoting a hard reset, we must re-deploy the elements of
culturally relevant pedagogy – student learning, cultural competence, and socio-political
consciousness – to better reflect students’ lives and cultures and we must rethink the
purposes of education in a society that is straining from the problems of anti-Black
racism, police brutality, mass incarceration, and economic inequality. The point of the
hard reset is to reconsider what kind of human beings/citizens we are seeking to produce.
(Ladson-Billings, 2021)
This hard reset is something that will take years to deploy. We are after all still in a
pandemic. Ladson-Billings makes the point that educators will need to come together from all
areas of expertise to make this happen and move forward with intention as we guide a generation
being raised amid a pandemic.
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In an interesting case study, Martina Vasil (2020) examines two related art projects for
grades 3-5 that explored the artwork of Jean-Michel Basquiat, jazz music, the works of DJ Kool
Herc using a DJ application on electric tablets in “Using Popular Music Pedagogies to Foster
21st Century Skills and Knowledge”. It addresses the importance of infusing 21st century skills
and knowledge with the presentation of content that resonates with students while highlighting
their historical significance as well as the themes explored throughout the article of individuality,
innovation, communication, expression, and authenticity. Often when (music) educators talk
about their desire to incorporate culturally relevant pedagogy, they speak in ideals rather than
considering the realities of its application. The result is that this kind of pedagogy is presented on
a merely two-dimensional level and is only informed by the convenience of educators’ prior or
developing knowledge without student input. This article explores the effectiveness of
combining art forms bringing a more synthesized approach to learning in a way that recognizes
the real interests of students while providing them a window of opportunity to apply this format
to other means of exploration according to their more refined and personal interests within the
subject. It is my goal to step out of my own comfort zone of awareness of art forms to learn from
my students what they want to learn and make the effort to provide those resources in a way that
invites students to use their skills as 21st century learners, and this case study gives a realistic and
successful strategy with this end in mind.
Published just four years before the COVID-19 Pandemic, Renee Crawford’s (2016)
article “Rethinking Teaching and Learning Pedagogy for Education in the Twenty-First
Century: Blended Learning in Music Education” lays the groundwork for discussion of
educational reform that would inevitably need to be addressed at a more urgent level a few years
later. Crawford takes us into the Australian rural and remote school systems to document the
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outcomes of an online music education project using a blended learning context to provide
quality resources for music learning. It is interesting to see the educational perspective of other
countries such as Australia to see what methods they have implemented with the same pursuits in
mind to finally bring education systems around the world into the 21st century. One of the most
glaring issues that I see in education is a lack of unilateral agreement on the ways education
should be standardized both nationally and internationally. Though this article does not discuss
standards explicitly, it does suggest that as technological integration becomes commonplace
among various standards, so too should the application of learning in the digital age become fully
integrated and updated as modern innovations move forward. This ensures that education will
not repeat its history of being slightly behind the curve of society but rather the leading force of
accountability among academics and private citizens alike. It is my goal not to become stagnant
in my pedagogical approach and to continue to alternate among sources globally to help me stay
informed all throughout my career and this article provides a variety of strategies to maintain that
prerogative. The following quote outlines what Crawford believes music educators should
consider in relation to the relevance of technology integration and its place in the future of music
education.
The teaching and learning landscape have changed and music educators need to stay
abreast of developments in technologies and their use by students. Mark and Madura
(2010) agree that music teachers need to question the relevance of ‘their instruction to
increasingly technological youth’ (140). If this issue is not addressed, music education will
become irrelevant, pre-dated and due to its declining importance to policy makers be
excluded from the curriculum (Crawford, 2016).
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Crawford highlights an undeniable truth in music education and that is the fact that music
educators need to “get with it” when it comes to technology integration. The consequence of
keeping our instruction decades behind our students is the very real possibility of music being
taken away from our schools entirely, which has already occurred in many districts across the
United States. If we want music to be taken seriously in our schools, we must also take our mode
of instruction seriously, and especially now more than ever, that requires a robust infusion of
technology integration that is both sustainable and equitable.
Summary
Throughout my research within the themes of differentiation, strategic planning, and
music pedagogy, I have discovered that this process alone lifted stones to multiple dimensions
within these areas, as well as in my subthemes of technology integration, multicultural education,
and culturally relevant pedagogy within the context of music education. I was lead through
several rabbit holes of research that seemed to dovetail from one resource to another. The
following methodology will guide readers through these same trails and will also present
avenues of research that I did not know would be used as such at the time. Being the subject of
my own research as I continually strive to answer how I will become a better teacher evidently
has this effect.
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CHAPTER III
Methodology
The methods of inquiry for this study focused on the principles and practices of action
research, using self-study aligned with professional teacher standards, teacher artifacts, journal
entry, interviews, and observational feedback as a means of data collection. I will begin with a
review of action research principles to establish the foundation for this study’s method of
inquiry. Second, I will review the choices and purposes of data collection that helped to highlight
my instruction and means for searching for improvement. Third, I will detail my context for the
study, methods of data collection protocols, maintaining credibility and trustworthiness of the
data, and acknowledge my limitations as a researcher. Finally, I will present the procedures used
for studying my practice, while providing data and analysis that speaks to adaptations and
adjustments made to my instruction as I implanted this study.
Research Questions
My focus for this research was the process of becoming a better teacher. Specifically, I
examined differentiation, effective instruction, and music pedagogy. This focus aligned with the
following INTASC Standards for teacher professional development. Additionally, I considered
how studying my own practice in line with INTASC Standards could improve my own
instruction and therefore, student learning. My purpose of this study was to uncover the ways I
could implement my research findings into my own teaching practice. The research question (s)
for this study were:
1. What does differentiation look like in the music classroom? Through asking this
question, it was my hope to discover alternative practices of instruction specifically in
a 21st century, post-pandemic instrumental ensemble program. Data gathered from a
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focus on this question was used to examine the ways in which teaching needed to be
adjusted for students returning to in-person learning after nearly two years in a remote
setting.
2. What methods could I employ that will produce more effective instruction in the
music classroom? I pose this question to direct my research towards specific ways
that I can organize my day-to-day instruction to help mold a bigger picture of learning
throughout a school year. Data gathered from this question was used to validate
evidence-based practices of instruction along with anecdotal advice from mentor
teachers.
3. How do I ensure that my music classroom is culturally relevant and a safe space for
all my students? Data gathered from a focus on this question was used to describe the
school climate, classroom environment and overall observations and examples of
what a safe and culturally relevant music classroom looks like in my classroom
compared to others and what I hope to accomplish in the future.
InTASC Standards
With guidance from the Interstate New Teacher Assessment and Support
Consortium (InTASC) standards which provides teachers a foundation for understanding
the importance of being well versed in the details of learner development, learning
differences, learning environments, content knowledge, application of content,
assessment, planning for instruction, instructional strategies, professional learning,
ethical practice, leadership and collaboration, I believe I will be able to acquire the
necessary skills to uphold this part of my mission.
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My research will encapsulate all ten of the InTASC standards but will most specifically
target the intricacies of assessment, planning for instruction and instructional strategies in the
context of music education. These standards will take form under the umbrella of three main
themes: differentiation, strategic planning, and music pedagogy. Through careful research and
application conducted in my clinical field, it is my hope that I will attain both practice and
reinforced skills that will build a foundation for becoming a more effective educator.
Methods and Procedures
Because my purpose was to describe my own teaching practice as well as how I use data
to improve my own practice in line with the INTASC professional standards, it was important to
choose a method that could account for both what the standards are for teachers and how I was
paying attention to my own practice through data collection to improve it. Accordingly, this
study was designed as an action research study.
Action research is a hands-on level of inquiry and ongoing data collection that ensures
the conductor of the research can apply their newfound knowledge as they proceed through their
pre-service teacher training. Part of my philosophy of education describes a duty to transform the
energy of a classroom to promote a safe environment conducive to building autonomy in each
student’s education.
Action research requires precisely what is in the name. Action as a consequence of
research, research as a consequence of action. Without action (the act of teaching) research is
rendered useless. Breaking down the research into three distinct themes of differentiation,
strategic planning and music pedagogy assisted me in identifying equally important sub-themes:
technology integration, culturally responsive pedagogy, and learner autonomy. The compilation
of this research was founded by course readings throughout a one-year accelerated pursuit of the
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Master of Arts in Teaching at Western Oregon University. Collection of these articles produced
several additional sources. For example, in my quest to acquire more sources addressing
culturally responsive music education, I came across the following quote: “The music and
associated norms of the Western European classical tradition dominate most American music
programs. As a result, one way of knowing, evaluating, and doing music is promoted; this one
way may, at best, conflict with or, at worst, lessen the value of students’ musical understanding”
(Bonds, 2017, p. 169). This literature review by Vanessa Bonds uncovered other articles by some
of the most highly regarded pedagogues of music education such as Carlos Abril, Vincent Bates,
and Lisa DeLorenzo. Other forms of data collection will include teaching artifacts such as lesson
plans, assessments, observational feedback, as well as written commentary and video
documentation.
Data Collection
The basic steps in action research are 1) identify a topic or issue to study, 2) collect data
related to the chosen topic or issue, 3) analyze and interpret the collected data, and 4) carry out
action planning, which represents the application of the action research results. Data collection in
an action research project typically is related to the topic or issues and provide answers pertinent
to the research questions. As Padak and Padak observe, “Any information that can help you
answer your questions is data” (1994). Therefore, I used a variety of data collection tools related
to my topic to ensure the validity of my results. Furthermore, I adhered to the following four
characteristics in determining the data I would collect for my study, 1) anonymity of students, 2)
comparison in data collection was built in so that the results could be judged against themselves
both before and after the intervention period, 3) aspects of performance to be examined were
identified prior to data collection so that the information was relevant and connected to the
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research questions, and 4) a variety of data was collected so that different aspects of the topic
could be brought to light (Padak and Padak, 1994). Finally, because I was studying my own
practice while I was in the middle of said practice, I acknowledge the “spiraling nature” of data
collection in action research (Padak and Padak, 1994). By focusing on data in connection to my
research questions, my attention tuned to other pieces of data that emerged in relation to my
questions. These emergent data pieces were included as part of the study as they had relevance to
my research questions.
Because my research questions focus on differentiation, effective instruction, and
culturally relevant subject-specific pedagogy, I chose to collect data that would provide
information about how my practice and the interventions I identified aligned with the research
topic. The types of data I chose to collect are described next.
Teaching Artifacts
Teaching artifacts include lesson plans, assessments, video recordings and samples of
activities I assigned students over the course of three trimesters of student teaching. These
artifacts will provide a clear illustration of the progress I made over the course of my study of
becoming a better teacher. From this data I hope to learn what worked about my instruction and
what did not. This type of data ties in well with demonstrating my growth as a teacher and what I
have yet to improve.
Observational Feedback
Observational feedback was provided by my university supervisor as well as three
cooperating teachers that I shadowed over the course of three trimesters. Most of this feedback
was provided in the aftermath of formal observations, but I also received additional informal
feedback from my cooperating teachers that were both written and verbal of which I have kept

POST-PANDEMIC MUSIC EDUCATION

46

record. With this data I hope to be able to build a cohesive timeline of what kind of feedback I
received at the beginning of my practicum experience and how I used this feedback to ultimately
improve my methods of instruction to the end of my inquiry. This data will serve to answer the
ultimate question of how to become a better teacher through the perspective of the teachers who
witnessed my growth and instructed me over time.
Journal Entry
Journal entry will serve as an ongoing source of data collection that will record not only
my day-to-day activities as an emerging teacher but will also serve to document the course of my
morale in multiple school settings working with children K-12. This form of data collection will
serve as the most personal artifact to form my conclusions about becoming the most effective
teacher. It ties in with all my research questions and will cover anecdotal observations of my
own growth.
Context of Study
My study was conducted in three different locations in one school district in a suburban
community in Northwest Oregon throughout three trimesters. The first took place in a dual
language, K-5 elementary school. This school had an average class size of 16 with about two
teachers per grade level. The general music classroom in this school saw every single student in
the school either twice or three times per week depending on the grade level. This school serves
a wide range of students from both low-income and middle-class families. Nearly all the teachers
in this school are fluent Spanish speakers who taught their lessons in both Spanish and English.
The second school was a 6-8 middle school serving some of the most affluent members
of the community with a very low number of students on reduced lunch. Though the school
(most specifically the music department) cited issues arising from a low budget, it still reflected
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small class sizes, and an abundance of extra-curricular activities in music, sports and theatre
including two beginning and advanced orchestras.
The third school was a 9-12 high school with what I would consider a flourishing
department of music. The mentor teacher I shadowed oversaw six back-to-back courses in band,
orchestra, and music theory, all in one building between two main classrooms in a new building
complete with a state-of-the-art auditorium. This is the only high school in this community, so
the school population reflects all the demographics listed previously and many more. For this
reason, class sizes are larger. In the classrooms I served, the average was around 25 students.
This building only serves students in music and drama, so it is typically the only
demographic of students we would see during the day unless there was a public event in the
auditorium. This made it difficult to interact with any other teachers or students in other
departments of the school and it made it feel like a separate entity of the school community. With
this said, the instrumental music teachers in this high school and the surrounding middle schools
worked closely together and got together once a week for PLC meetings to organize events and
support each other throughout the year.
My mentor experience at this high school was fast paced and well-rounded as I
experienced festival and competition season in the first year back from pandemic remote
learning. This allowed me to get a crash course in classroom management both in and out of the
classroom, as well as clinical experience in conducting instrumental ensembles in jazz, and
classical studies.
The school schedule was the same for every school in the district which included seven
periods plus a zero period at the high school level and a late start on Wednesdays. Each class
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period was approximately 50 minutes and would only be amended on days that included an
assembly or lockdown drills.
Participants
Because this study was designed using an action research approach, the main participant
in the study is myself, as the teacher. As my learning progressed throughout my student teaching
program, I became interested in several ideas that would help me to improve my instruction.
Ultimately, I decided to focus on the main research areas outlined in my research questions. To
lend credibility to the results I will share from my self-study of my practice, it is important to
describe my role in the classroom where I teach. In this section I will focus on describing my
own classroom and my role as the teacher.
Since I completed my student teaching in three different schools throughout three
trimesters, my role in each classroom looked a little different depending on the school, the
mentor teacher, and my level of experience at the time. For example, in the fall of 2021, I was in
a K-5 elementary school with a mentor teacher who had been teaching general music for nearly
forty years. This was my first experience in a public school setting as well as my first experience
teaching a general music class. The first week of this experience I mostly observed my mentor
and worked on getting to know the students. At this time, students were still required to wear
masks, and many of them were entering in-person school for the very first time. Over the course
of ten weeks, I would eventually take over the instruction of one third grade class where I
collaborated with my mentor teacher to create daily/weekly lesson plans that were appropriate
for this age group. My mentor teacher utilized technology integration through interactive music
education software called QuaverED. This software allowed us to create lesson plans specifically
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tailored to each grade level that included games, videos, and structured activities to teach
students music from several genres.
During the winter trimester, I moved my clinical placement to the middle school where I
focused primarily on beginning and advanced orchestras that met daily for 50 minutes each. My
mentor teacher in this school was entering their sixth year and has worked in the same school for
their entire teaching career, building the orchestra program from the ground up. Compared to my
experience at the elementary school, I took on a much more active role as co-teacher in the
middle school because I was finally exposed to a classroom setting that I had much more
experience with prior to my clinical practice. This was also the term that I completed my edTPA
and the sixth grade beginning orchestra become my focus for this endeavor and had many weeks
of preparation in getting to know this small ensemble and building up to the lessons that I would
use for the edTPA.
In the Spring of 2022, my final term, I moved to the high school where my experience as
a full-time teacher truly began. Although I had spent full days in the previous placements, I still
did not feel as though I had been fully prepared for the pace and stamina of the high school
experience. It was much more intensive and challenging and the classroom environment was full
of excitement as the students were preparing for several festivals and competitions in addition to
graduation. Of the six periods my mentor teacher oversaw, I took over the primary teaching
duties of three of these classes, and the remaining classes I also took an active role as a clinician
to students in jazz bands, wind ensembles, music theory and advanced orchestra. Creating lesson
plans in instrumental music is much different than an academic classroom. I would argue that out
of all the clinical placements I was in throughout the term, I received the most “realistic”
experience of what it is actually like to plan and implement day-to-day lessons as a music
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educator. I found that I had to “unlearn” much of what I had been taught about lesson planning to
adapt to the realities of teaching music to high school students in a post-pandemic world.
Self-Examination of Teaching
To answer my research questions, I had to look at how the answers to these questions
would change according to which school experience I had over the course of three different field
placements over three terms. For example, methods of differentiation (although many could be
considered universal) are often vastly different in approach according to grade level. Methods of
differentiation in a Kindergarten general music classroom are not going to mirror that of an
upper-level high school instrumental classroom. The action related to this example had to do
with compartmentalizing my data and using it to compare my approach throughout each grade
level.
When studying my teaching in the context of effective instruction, I had to act by
committing to being an active participant as both a teacher and a student. This meant that I had
to dedicate myself to learning how to be a teacher by always looking at my instructional
approach from both perspectives. In addition to engaging in meaningful reflection of my
emerging skills as a teacher, I also had to take into consideration the level of engagement of my
students by making them a part of the process of my learning as well as their learning. By doing
this they are feeling empowered as agents of knowledge while also receiving the benefit of an
education tailored specifically to their needs.
One of the primary actions I had to take to answer my research question regarding
culturally relevant practices in a post pandemic classroom of music was once again, putting
myself in the shoes of the students. I had to challenge myself to recall what it was like to be their
age, and then imagine that experience with the presence of a global pandemic and how that
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might have changed my course in life and education. I had to imagine what I believed I would
have needed from the adults in my life, particularly my educators as I navigated this unique time
in history. I had to consider what I believed to be a safe environment and simultaneously
consider how different that environment might be to someone between the ages of 5 and 17
during the year 2021 or 2022. My journal entry will be most critical in this pursuit as I consider
how the needs of students change in a short amount of time as we navigate first a school year
with masks on, and then suddenly, masks off. The changes here imply something much deeper
than facial recognition.
My actions as a teacher throughout this fast pace, three term period of instruction will not
only uncover the answers to research questions but will also have implications on the future of
education as my students will have an active role in navigating this course by explaining to me
what they needed then, what they need now and what they will need to carry on. The following
chapter will reveal the results of my research.

POST-PANDEMIC MUSIC EDUCATION

52

CHAPTER IV
Results
Data collected was used to determine various means of becoming a more effective
educator. The primary inquiry was broken into three research questions that corresponded with
the three themes of research as outlined in the literature review. The results of the research and
data collected was based on the following inquiries.
1. What does differentiation look like in the music classroom?
2. What methods could I employ that will produce more effective instruction in the
music classroom?
3. How do I ensure that my music classroom is culturally relevant and a safe space for
all students?
The data was collected in three different field placements over the course of the 20212022 school year. Each field presented various results according to the context and environment.
The first field was an elementary school, the second field a middle school, and the final field was
a high school, all in the same district. The length of time spent in each field was ten weeks.
The types of data collected remained consistent throughout the three fields. In each tenweek term, I received formal feedback on four lessons, two from my university supervisor and
two from my cooperating teacher. In addition, during the winter term I was assessed on an eightday lesson unit, half of which was comprised of the lessons used for my submission of the
Educative Teacher Performance Assessment, otherwise known as the edTPA. During the spring
term, I was assessed on a three-week lesson unit. Documentation of these lesson plans and the
feedback I received were collected and coded in accordance with the themes presented in the
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research questions. The following analyses of each research question will examine my findings
in all three field locations.
Data Analysis of Research Question One
What does differentiation look like in the music classroom?
The data suggests that differentiation requires familiarity with students academically and
culturally. Furthermore, the analysis identifies that collaboration with students in the pursuit of
the most effective and relevant forms of differentiation is an example of what differentiation can
look like particularly in a secondary music classroom. These findings traverse all three research
settings.
As seen below, figure 1 displays a slide from a multiple-choice assessment given to third
grade students about the Classical Period. The assessment is written in both Spanish and English
to reflect the languages spoken in the classroom. Without knowing the primary languages of my
students, my ability to differentiate the lesson in a way that would be accessible to all of them
would have been lost. I believe this figure accurately demonstrates evidence that differentiation
requires knowing students both academically and culturally.
Figure 1
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Though the context of a middle school beginning orchestra is quite different from an
elementary general music classroom, the elements of differentiation were still transferable. The
focus of an ensemble class from the teacher’s perspective is getting to know the students by way
of their dedication to performing their instrument. Differentiation then comes in the form of
devising lesson plans that provide adequate challenge to advanced students, while still giving
emerging students room to be successful as they acquire more skills. Part of devising these kinds
of differentiated lesson plans requires choosing text that will help students build literacy while
providing a gradual release of responsibility for their learning. Figure 2 displays a page of text
used for one of my final lesson plans with this group. Students were able to use this page to
practice in class and would eventually be assessed on one of the short pieces at the bottom of the
page. This particular page of their text was used to teach students a new finger pattern on their
instrument. The top of the page shows the correct hand posture and finger placement in the
context of one string but can be transferable to any string on their instrument.
Figure 2
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Differentiation in the high school music setting is much more of a collaborative effort
between the student and teacher compared with the form it may take with middle or elementary
school students. Getting to know students at the middle or elementary level required more of an
observational approach whereas at the high school level, students were much more likely to
approach and tell me exactly what their needs were as learners. This was especially helpful for a
class like music theory.
Music theory is what many would consider the science of music. It requires a
sophisticated level of analyzation and even some mathematical application. When writing lesson
plans for this high school music theory class, I had to take into consideration both TAG students
who were very advanced and students on IEP’s who were on modified diplomas and had little to
no musical experience and were taking the class as an elective. Figure 3 shows what
accommodations were to be made for 8 of the 22 students in this class as shown in a three-week
lesson unit.
Figure 3
How have you addressed the needs of diverse learners? (Ex: IEPs, 504s, linguistic & cultural diversity,
students without prerequisite knowledge, etc.)
IEP (3) – these students are on modified diplomas. Accommodations include extended time on tests as
needed, permission to check for understanding, receive re-teaching and ask clarifying questions.
504 (1) – student is on a 504 plan for ADHD. Accommodations/adaptations include breaks as needed to
refocus. Water, hallway break, counseling, back of class. Must be supervised for breaks that exceed
water or bathroom break. Extended time on assignments as needed with prior arrangement. Extended
time on tests as needed. Alternate quiet test/work area. Allow student to check for understanding,
receive re-teaching and ask clarifying questions.
TAG (3) – these three students are particularly advanced in this subject area. Their needs include
acceleration of presented units. Students are permitted to go beyond the confines of certain
assignments so long as they participate and provide work samples of the current unit activities.
Students without prerequisite knowledge (1) – this student is not a music student and is taking this
class as an elective. They have no prior knowledge coming into the class or experience with music. The
student is still working on the first unit from the beginning of the school year. The student is permitted
to continue working on this unit before trying to advance to the material of the rest of the class.
Student is allowed to check for understanding, receive re-teaching and ask clarifying questions.
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Data Analysis of Research Question Two
What methods could I employ that will produce more effective instruction in the music
classroom?
The data suggest that pacing by way of careful lesson planning across the three fields of
research may be the most effective method for providing instruction that is engaging for the
music student. Additionally, conducting, a specific skill associated with being a music teacher,
was also identified in the analysis as being a very effective method of instruction in the music
classroom.
My research found that the pacing of a lesson makes or breaks the engagement of
students at all levels. Thanks to the help of my cooperating teacher and university supervisor, I
was able to show improvement in pacing throughout my lessons. My cooperating teacher
suggested I use a call and response approach with the elementary students. Figure 4 is an excerpt
from a lesson observation from my university supervisor that refers to the effectiveness of this
strategy.
Figure 4
Instructional Delivery:
1. Are learning targets, directions,
and procedures communicated
appropriately to students?
2. Are lessons sequenced and
scaffolded appropriately?
3. Are checks for understanding and
differentiation used to meet the
needs of all learners?
4. Does the candidate integrate
technology and/or digital tools to
engage learners?
5. Does the candidate manage a safe
and respectful learning
environment?

-First you led the warmups. As you started teaching the content of the
lesson, you explained to the students what would be taught today.
-This lesson is the third in a sequence of lessons. Each lesson builds
on the content of the previous lesson(s).
-You are using call and response. You are able to informally assess
the students as they respond chorally. Some students ask questions,
and you respond to these without letting these interactions slow the
pace of the lesson.
-You used the document camera and the computer. The students used
their Chromebooks to take the Quaver quiz.
-The behavior of the students is generally appropriate. Using call and
response engages all of the students. When students ask questions that
stray from the content of the lesson you quickly respond and get back
to the lesson. When some students are talking and you are speaking to
the class, you tell them that you will wait until the class is ready to
listen. The class responds quickly. When students aren’t quiet as they
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stand to leave, you have them sit and ask why this is happening. You
are having them practice the routine of leaving this classroom.
Part III: Share one or two
outstanding strengths of the teacher
candidate.

a. The pacing of the lesson is excellent. You kept it moving.
This is helpful for classroom management and holding the
interest of the students.
b. Your use of dynamics in call and response was very effective.
It engaged the students.

In the context of middle school orchestra, research revealed that as opposed to spending
more time on repertoire study, an emphasis on fundamentals and technique improved student
learning and my ability to pace lessons. This idea was surmised by my cooperating teacher as she
noticed that I was focusing more on repertoire than technique building in my first few lessons.
Figure 5 comes from an excerpt of informal observational notes that my cooperating teacher took
throughout the term in a Google Doc that they updated throughout the term.
Figure 5
2/9

Nice job. Some thoughts:
• Don’t rush the book work. We have plenty of time to learn their sheet music.
Building blocks are important.
• Don’t settle. If they do it incorrectly, they should do it again. What seems
over-repetitive to you is just right for them.
• Demonstrate what they are doing wrong compared to what it should be if
they are having a lot of trouble identifying their error.
• How can you intentionally help students identify and correct errors?
• Practice reading off of a score. It gets easier with time - a binder might help
keep pages straight.
• They don’t know F natural yet.
• Try to keep things moving and ALL students engaged. If there is too much
dead time, you will lose them. Middle schoolers have short attention spans.
More playing, less talking speaks volumes.
• Try to keep things light and fun. How can you keep things exciting?
• Feel free to bite off slightly bigger chunks of Chicken Pizzicata - they were
doing pretty well with it. They just need time and repetition. Too small of
chunks, and you are going to lose kids to boredom. There is a delicate
balance of keeping the top kids engaged and the struggling kids caught up.
Try not to rush the building blocks. I have found that if we take time on foundations,
learning literature goes SO much smoother. It is tempting to want to get to the “fun
stuff,” but it is only fun for kids if they have the skill set. They need to be successful
because we have focused on the basics.
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Data over the course of winter and spring terms determined that effective methods of
instruction in the orchestra setting required proficient skills as a conductor. Figure 6 comes from
observational feedback from my university supervisor after they witnessed the effects that my
cooperating teacher has had on my emerging conducting skills.
Figure 6
Part II: Share what went well with the lesson and areas of strength.
1. You are doing very well conducting the orchestra. They respond quickly to your
direction.
2. Your teaching is going very well. You are using strategies that will transfer to a
teaching position whatever the grade level.
Part III: What are the next steps for the teacher candidate. Establish one or two specific
and observable goals for the next scheduled observation.
a. I think my best advice is to continue to learn as you much as you can from Mr.
Tanner about conducting. He seems like a great mentor who wants you to be a
successful conductor.
Data Analysis of Research Question Three
How do I ensure that my music classroom is culturally relevant and a safe space for all my
students?
The analysis indicated an acute and heightened sense of awareness of both the student’s
overall disposition, as well as my own disposition upon walking into a classroom is perhaps the
foundation of a culturally relevant and safe classroom. Additionally, the data suggest ability to
regulate my emotions in the moments before seeing students also contributes to my ability to
create safety and cultural awareness.
Figure 7 depicts the results of reorganizing the classroom during a morning prep period.
My cooperating teacher and I found that revamping the space with a splash of color and an
inviting display of the instruments the students had available to them uplifted the spirits of
everyone who came through the classroom that day.
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Figure 7

During a lesson in the middle school placement, my research indicated that allowing
myself to be vulnerable by sharing a personal story of mine resulted in creating a safe space for
students. The result of sharing this story was that students suddenly felt more comfortable with
sharing their own stories with me and their classmates. The added result is that this allowed me
to get to know students even more, which contributed to dictating the way I would deliver
instruction and informed me of what cultural backgrounds students were coming from, further
assisting me in my ability to maintain a culturally relevant and safe classroom for these students.
Figure 8 is another excerpt from my cooperating teacher’s informal observational notes
following this particular lesson.
Figure 8
2/9
•
•
•

- First time flying solo!
- Wow. I appreciate your vulnerability with the students. It was very
touching to watch you share with them and watch them share with you!
- Nice job tightening up your warm-up routine
- I noticed that you asked their permission several times “is it okay if…” just go for it! They will follow.
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In addition to expressing this vulnerability in the classroom, my research also indicated
that it was just as important for me to find my own emotional outlet while undergoing this
intensive program. Figure 9 displays my final journal entry on February 4th. It acknowledges that
my original intent for the journal did not play out as planned, and also describes the chaos of my
first week of winter term. A more in-depth description of these circumstances will be discussed
in chapter five. The reader will notice that the handwriting is hastened and the amount of stress I
was feeling is palpable. The other entries were comparatively much darker and more personal in
its narrative. Further data collection from this source proved to be insufficient and unsubstantial.
A transcription of the entry is provided in Appendix C.
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Figure 9.3

Summary
The primary goal of this research was to uncover specific strategies for becoming a better
teacher. In accordance with my original themes of research, I created an inquiry set that aligned
with what I believed would serve the purpose of uncovering these specific strategies. The
following is a restatement of those research inquiries:
1. What does differentiation look like in a music classroom?
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2. What methods could I employ that will produce more effective instruction in the music
classroom?
3. How do I ensure that my music classroom is culturally relevant and a safe space for all
students?
The following chapter will serve as an in-depth discussion of my findings. There were
many circumstances and limitations to my research that may have produced arguably unique
results to what another student-teacher in my capacity may have found during any school year
prior to that of 2021-2022. Chapter five will acknowledge these unique sets of challenges in an
effort to illustrate the full scope of what made this school year so different from any other.
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CHAPTER V
Discussion
Overview
After pulling the magnifying glass away from the data, there are several other factors that
contributed to the results of my research during the 2021-2022 school year. The following
discussion will summarize my findings, provide comparison to previous research as well as
interpretation and implications with acknowledgement of the many limitations that contributed to
the results of this research.
Summary of Findings
What does differentiation look like in the music classroom?
The data suggests that differentiation requires familiarity with students academically and
culturally. Furthermore, the analysis identifies that collaboration with students in the pursuit of
the most effective and relevant forms of differentiation is an example of what differentiation can
look like particularly in a secondary music classroom. These findings traverse all three research
settings.
What methods could I employ that will produce more effective instruction in the music
classroom?
The data suggests that pacing by way of careful lesson planning across the three fields of
research may be the most effective method for providing instruction that is engaging for the
music student. Additionally, conducting, a specific skill associated with being a music teacher,
was also identified in the analysis as being a very effective method of instruction in the music
classroom.
How do I ensure that my music classroom is both culturally relevant and safe for all students?
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The analysis indicated an acute and heightened sense of awareness of both the student’s
overall disposition, as well as my own disposition upon walking into a classroom is perhaps the
foundation of a culturally relevant and safe classroom. Additionally, the data suggest ability to
regulate my emotions in the moments before seeing students also contributes to my ability to
create safety and cultural awareness.
Interpretation
What does differentiation look like in the music classroom?
These findings suggest that flexible classroom management and the willingness to
collaborate with students to create routines and processes in the classroom that work for
everyone develops mutual respect and a growth mind-set in the classroom setting (Tomlinson,
Moon, 2013). In an elementary music class, the focus is often much less on the actual content as
it is on behavioral and classroom management. In the middle school ensemble class however,
there was much more of a balance between class content and classroom management. I learned
that I not only needed to get to know each student, but I also had to make sure that I was very
clear about my classroom expectations. This allowed students to get to know me better. In my
effort to get to know them better, I gave them a chance to get to know me better in the interest of
developing common ground. There was significantly less students in the middle school setting
which also made differentiation much easier to accommodate.
At the high school level, even though I was in contact with many more kids each day than
the elementary school and middle school combined, the nature of the class schedule and the fact
that many of the students I saw had multiple music classes per day allowed me to get to know
students much faster and in a much more meaningful way. High school students in general are
seeking connection both from their peers and their teachers, especially after over a year of
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learning remotely. Even though some students were more closed off than others, they still
managed to make their needs as learners much more transparent which made the ability to
differentiate instruction much easier. This transparency from students was ultimately what lead
to my conclusions of this inquiry.
What methods could I employ that will produce more effective instruction in the music
classroom?
Results specifically pertaining to the skill of conducting a classroom (music related or
not) suggest an alignment to the idea that “there is no teaching without learning” (Friere, 1998).
As teachers are honing their skill set, they are in an active state of learning themselves. This
suggests that this act is possibly more conducive for the learning environment as a whole. The
analysis also suggests that in this active state of learning, the pacing of instruction will improve
over time because the teacher is in a state of practice. Across all three research fields, pacing
prevailed as the most effective method of instruction particularly in the music classroom, but the
ways pacing was implemented had to be altered for each context significantly.
In elementary school, the pacing has to be much faster to keep students continually
engaged. Mere seconds of inactivity in a first-grade classroom is all it takes for chaos to ensue.
In middle school orchestra the stakes are not as dire, however it is quite easy for sixth graders to
get off track without having structure in class. Luckily with an ensemble class at any age, the
general mantra is “less talking, more playing” and the research seems to suggest this approach
along with spending adequate time on fundamentals and technique to be among the most
effective methods of instruction in the music classroom.
Arguably the most pivotal skill a high school orchestra director must obtain is the ability
to conduct, and to conduct well. My prior experience with conducting an orchestra was very little
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and what experience I did have were fairly informal. My experience comes mostly from being an
orchestral musician and spending years watching other conductors on the podium. Now it was
my turn on the podium and I found that it was much more difficult than I could have ever
imagined. Luckily, my cooperating teacher is a highly experienced conductor, and they were
paramount in helping me improve my skills. Being a conductor takes an extraordinary ability to
communicate through very specific gestures and body language and far less spoken word than an
academic teacher. What you emote through this body language determines both the technical
accuracy and the artistic expression of the players in the orchestra. As a conductor, you are a
conduit of energy, and what you put forth is what you will receive in return.
How do I ensure that my music classroom is culturally relevant safe space for all of my students?
The research documented in my literature review did not produce data that explicitly took
teacher disposition into consideration when discussing how to build a culturally relevant
classroom, particularly during and after a pandemic. Further research would need to be
conducted to produce this data. Because this study was conducted during the 2021-2022 school
year, as students and teachers were emerging from a highly unusual circumstance of online
remote learning, the research of the effects of this phenomenon are being conducted in real time.
It may be years before researchers are able to deduce how this time period of living through a
pandemic has affected both teachers and students, particularly in what ways it impacts a
teacher’s ability to promote a safe and culturally responsive classroom environment in
accordance with their own physical and emotional well-being.
Another prevalent theme that emerged throughout my data collection was the importance
of “meeting students where they are”. Part of what is required of a teacher in this pursuit is being
acutely aware of where they are as well. In the elementary setting, I was required to report to
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school an hour and a half prior to the first period of the day. Originally, I thought the purpose of
showing up this early was to prep the classroom and organize the day’s lesson plans. While this
is true, I found that this time was also for the teacher to prepare themselves mentally and perhaps
physically. Teaching is demanding of the body and mind, and the teacher’s ability to regulate
themselves determines their ability to regulate their classroom and create a space where children
feel safe. Teachers, therefore, need to meet themselves where they are in order to have the ability
to meet students where they are. In the music classroom, part of what this required was bringing
the joy of playing music into the children’s lives. Presenting them with a way to express
themselves in a nurturing environment free of judgement became the top priority.
During the winter placement in the middle school orchestra room, emotions were running
high throughout much of the term for both students and teachers. What I found to create a
culturally relevant safe space for students, was creating room for vulnerability in the classroom.
It became apparent that middle school students needed more than just the time to play their
instruments. They also needed time to verbalize their emotions. On one particularly morning, I
decided to open the floor by sharing a personal story of what was happening in my life when I
was in a sixth-grade orchestra much like that of their own. By telling this story and explaining to
students how music has contributed to helping me heal, I humanized myself by showing them
that I remember how I felt when I was their age, and that I recognize that what they may be
going through in their lives can have a great effect on how they navigate their life at school. The
result of sharing this story, was that students suddenly felt more comfortable with sharing their
own stories with me and their classmates. The added result is that this allowed me to get to know
students even more, which contributed to the way I would deliver instruction and informed me of

POST-PANDEMIC MUSIC EDUCATION

70

what cultural backgrounds students were coming from, further assisting me in my ability to
maintain a culturally relevant and safe classroom for these students.
Additional data collection indicated the continued importance of maintaining my own
emotional outlet during this program. My journal entries were originally supposed to serve more
as a place for field notes and in the moment observations and reflections after each day. What I
quickly learned was that recording notes everyday was not realistic due to the lack of free time
and the crippling states of exhaustion I was experiencing in some weeks. The journal instead
ended up being a place to unload a lot of pent-up emotions and general observations about my
experience as well as the world around me at that time. Though I wish I had used the journal
more for its original purpose, I am glad that I took time out for even a few entries to collect
myself and document this time in history as it seemed to help me be more present with my
students.
The results of my findings in the middle school setting were very similar to what I found
in the high school setting. I would argue that the urgency for high school students to be in a place
where they felt safe to express themselves as authentically as possible was more dire. My
cooperating teacher previously front loaded all of the elements of creating a culturally relevant
and safe classroom long before I arrived, and I was able to observe how this took form in the
classroom of a teacher who had already been through years of trial and error in the pursuit of
creating this environment. What I observed the most was this similar sense of vulnerability that I
presented to the middle school students, but at a much deeper level. There is no figure to
describe the reverence in the room as my cooperating teacher told a class of fifty students
multiple stories of witnessing school shootings and being in active shooter lockdowns throughout
his career. There is no figure to describe the deafening silence in the room or the well of tears
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building in the eyes of every student. There is no quantitative scale to measure the level of
adoration that these students clearly exhibited for my cooperating teacher throughout my time in
his classroom. Figure 10 however documents a performance from this same ensemble shortly
after the storytelling day I just described. This performance would qualify the ensemble for the
state championship.
Figure 10

Though my ability to relate to the high school students paled in comparison to the
incredible work that my cooperating teacher did throughout the school year, I did manage to gain
the trust of many of the students and I found that by being aligned with my cooperating teacher’s
sense of honesty and authenticity as a human would derive the best results for maintaining a safe
and culturally relevant classroom. Figure 11 documents the freshman concert band and I at
another band festival. This was my conducting debut at an official state band qualifier. This
picture was taken moments after the fire alarm rang in the middle of another group’s
performance, forcing us, seven other school bands and the regular student body of the hosting
school to evacuate. The adrenaline ran high for all of us but we all still manage to pull off an
outstanding performance.
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Figure 11

Limitations
Covid-19
There were many limitations that contributed to this research but the one I would be
remiss not to discuss is the impact of the Covid-19 pandemic on the educational setting. In the
state of Oregon in March of 2020, every single educational institution shut down and began
building an infrastructure to facilitate remote online learning for every student in the state from
the ground up. As the virus coursed through the nation, students and teachers delivered and
received their education from home until September 2021. As students and teachers were
returning to classrooms, I was walking into my first placement as a teacher-candidate.
It is difficult to describe the classroom environment and school climate during those first
few weeks of instruction. Everyone was still wearing masks, and on every floor, there were
markers placed six feet apart to mitigate the continued threat of virus contraction. Though the
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majority of teachers at this time were at least partially vaccinated, students at the elementary
level were still not eligible. Political tensions were very high nationally, but more so within the
small community I was serving. All of these factors contributed to a tumultuous environment.
Many seasoned teachers that I had come into contact with at that time described this moment as
“year one all over again”. Not only was this new territory for me as an emerging teacher, but the
educators that I was looking to for guidance were also navigating a trail yet blazed. Fear,
confusion, and pure exhaustion permeated the walls of every classroom. Teachers led their lines
of students across the halls with thousand-mile stares. In an institution that is built to prepare
students for the future, the vision of said future was obscured by a veil of uncertainty.
Toward the end of winter term, mere weeks after the omicron variant rapidly spread
through the community, state mandates were being lifted and so too were the masks. This change
had an enormous impact on teachers and students. Many of us were seeing each other’s faces for
the very first time. This week also happened to fall within the same week that I was teaching my
lessons for the edTPA. The impact it had on my ability to get to know students was immense,
and it also had significant changes in the students’ general behavior and engagement. It also
created slightly more division within the community among those who chose to continue
wearing masks and those who did not. In my third placement at the high school, the masks
remained off for the majority of the school population with only a handful of students and
teachers continuing to wear face coverings. Over the course of the spring term, eventually those
last few students and teachers began coming to school with their masks off as well. It seemed we
were experiencing a post-pandemic society, but the fear of another variant rising was still at the
forefront of concern.
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Finally, as spring emerged, teacher resignations were on the rise as many chose not to
renew their contracts for 2022-2023. As students began to learn that many of their favorite
teachers would not be returning the following year, this also had a great impact on engagement
and morale in both students and fellow teachers. It seemed as though the exhaustion had a taken
a toll. The uncertainty of the future persisted with these great changes to the school community.
With regard to my research and how this environment effected the onset of my inquiry, I
found myself not knowing where to begin. I had so many questions that did not seem to have any
clear answers. I was not impervious to the exhaustion felt by everyone around me. While I
engaged with getting to know my students, I was also maintaining a rigorous level of coursework
from the university while trying to maintain my health and overall balance. At some point within
the year, I had to jump into the well of the unknown and swim until I saw light on the other side.
What emerged were the results of my inquiries. It is my belief that these results would have been
vastly different had they not been derived under the umbrella of living through this pandemic.
Change of Placement
Typically, prospective teachers are assigned a placement for their pre-service training in
one school with one cooperating (mentor) teacher, and they are strongly advised to stay in this
position throughout the duration of the school year. Complications (related to the pandemic)
arose as my cohort awaited placement prior to fall term which led to many of my colleagues not
being placed until a few weeks into the school year. This led to many of us having to take the
assignment of our placement into our own hands which is what led me to my first placement at
the elementary school. I knew going into this program that my passion for teaching fell within
the context of instrumental ensemble instruction, more specifically orchestral strings. Since a
placement in this context was not readily available, I was assigned to a K-5 general music
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classroom. While I was very grateful to receive the experience of working in this environment, I
knew that I would not be getting the most out of my short time in this program without also
getting experience in ensemble classes at the secondary level. With the help of my university
supervisor, I initiated my change of placement in the winter term to a middle school in the same
district where I was able to work with beginning and advanced level orchestra students. This
placement however did come with the caveat that I would need to change placement yet again at
the end of winter term, because my cooperating teacher was already due to receive another
student-teacher from a different university at the beginning of spring term. In spring term, I was
then placed in the high school of the same district where I had the invaluable experience of
teaching and observing three symphonic bands, two jazz bands, a music theory class, and an
advanced chamber orchestra which all met five days a week.
Though I am very grateful that I was able to gain such a wide range of experience in three
different schools, this change of placement every ten weeks did present some significant
limitations to my research and also had an impact on my coursework throughout the program.
Changing placement every term meant that I would not be able to compare the results of my
research within the same field over time. Instead, with each change in environment, I had to
reconcile with a new school, a new cooperating teacher and a new body of students which in
effect forced me to “start over” with my research each time. The context of my inquiry had to
change to reflect the changing environments and varying age groups of students I was working
with in order to produce any semblance of consistency in my results. I do however believe that
despite this limitation, I was still able to produce a bigger picture of how my ability to become a
more effective teacher changed over time and was also able to gain universal understanding of
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what contributed to that change in myself regardless of what environment I was conducting my
research.
First-time Teacher, First-time Researcher
Finally, what was perhaps the most undeniable limitation in my research in becoming a
better teacher was my complete lack of experience both as a teacher and researcher. As a
graduate student, I am accustomed to certain levels of research that typically take place in a
controlled academic setting. However, this was my first-time completing field research in which
I was my own subject. It was my first time writing at length a literature review, methodology and
thesis. My experience as a teacher prior to this research took place in private instruction,
typically with one student at a time, teaching them how to play one or sometimes two musical
instruments, generally meeting with each student one day per week.
I do believe had I more experience as both a teacher and a researcher, I would have been
able to employ more effective methods for collecting data and using backwards design to outline
my inquiries in a way that may have been able to produce more substantial data. In hindsight, I
believe that my research questions could have been more specific and could have been posed in a
way that would have afforded the ability to produce a higher level of quantifiable data. It is fair
to say that someone with years of experience as a teacher would have vastly different results
conducting this kind of research and furthermore, the more experienced teacher is by default a
more experienced researcher. Despite these limitations, there is little doubt that through this
experience, I not only learned methods of becoming a better teacher, but I also feel more
equipped as a researcher for future inquiry.
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Implications
As I embark on the transition from pre-service teacher to professional educator, the
research I engaged with in this particular project opened a portal to many potential modes of
inquiry for the future. As referenced at length throughout this and other chapters, the Covid-19
pandemic had an immediate and enormous impact on students and educators in the 2021-2022
school year. As a trauma-informed teacher-candidate, I believe it is important for researchers at
all levels of academia to begin carefully examining to what varying degrees this change in
circumstance has impacted our society, particularly in the context of education. As someone who
has lived through other forms of trauma, I know that it is quite difficult to study the effects of the
trauma while it is still in progress. Predicting outcomes in a sea of changing circumstance is
nebulous at best. Particularly when the researchers themselves are in the midst of the same waves
of impact.
The implications of my research suggest that with each changing circumstance, more
effective forms of differentiation, strategic planning and culturally responsive pedagogy could
emerge with every new experience, new school, new climate, and new community. The results of
my research were very specific to my experience and would not very likely be duplicated in the
same way for every candidate at any given point in time. Therefore, a larger collection of data
from multiple researchers would need to be gathered in order to obtain a more uniformed
sequence of commonality among educators, particularly in the distinguished era of this
educational setting.
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Conclusion
The data reflects several changes in fields of research, and circumstances such as the
Covid-19 pandemic that impacted the results in very particular ways. Methods to employ
differentiation, strategic planning of instruction and culturally relevant and safe classroom
environments were found to revolve around the subject’s ability to familiarize themselves with
their students both culturally and academically to inform them of best practices according to the
needs of students in each unique field placement. Furthermore, the subject’s overall mental,
emotional, and physical health were found to be factors particularly in maintaining a culturally
relevant and safe classroom which also acted as the foundation of further action to employ
effective methods of instruction which include pacing and differentiation. The subject concludes
that the results of these inquiries were unique to the subject’s experience and results will vary
greatly among other subjects whose focus lies within the same three themes of differentiation,
strategic planning, and culturally responsive classroom environments within different fields of
research with focus in other content areas of discipline. The subject further concludes that more
research is needed to study the long-term effects the Covid-19 pandemic will have on present
and future subjects in academia to produce more substantial data to legitimize the findings of this
research.
I knew that I would be required to write a master’s thesis in this program, but I never
anticipated that I would be my own research subject, and that everyone in my cohort would be
undergoing the same exact research about themselves. This alone created a unique dynamic
amongst my colleagues as we navigated this program. I can only hope that future pre-service
teachers will be able to continue the research that my colleagues and I started in an environment
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perhaps not as raw as the one we embarked upon in the 2021-2022 school year. I also hope that
in time, my colleagues and I will be able to continually examine what it takes to become more
effective teachers. This experience has shown me that being an educator is a fluid profession that
is bereft of stagnancy in the pursuit of knowledge about oneself and of every incoming student
with each new year.
Prior to entering this program, I had many legitimate reservations about becoming an
educator. Many of those reservations were personal according to my own ambitions of
continuing a career as a musician. My other reservations had much to do with the prevailing
issues that continue to plague the education system in the United States. But as the pandemic
ravished my community, my country, and the rest of the planet, I was left asking myself, what is
my role in all of this? In what ways can I meaningfully contribute to my community? A
newfound sense of duty arose in me. I realized that in order to contribute to my community, I had
to get to know my community. Being encouraged to stay at home as much as possible over the
last two years made that sense of urgency more focused and refined. I had to reach beyond the
computer screen. I had to go back to the place that housed me, nurtured me, and soothed me in
times of tragedy. I had to go back to school. Now that I am here, I know it is where I belong. To
better serve my community, myself and my family, this research documents my commitment to
continue the work of assisting my fellow educators in reshaping the pillar of education in a postpandemic society.
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APPENDIX B: OBSERVATIONAL FEEDBACK
Elementary Observation

Clinical Observation Feedback Form
Teacher Candidate: Andrea Morgan
Cooperating/Clinical Teacher’s Name: Janis Dodson
University Supervisor’s Name: Darrel Camp
Subject/Grade Level Observed: Music / 3rd
Date: November 17, 2021
Number of Students: 15 students

“Look Fors”:

Examples/Evidence from the Lesson/Supervisor Notes

Lesson Planning:
1. Were goals and
objectives/targets appropriate
and measurable?
2. Do lesson plans align to
objectives/standards/targets?
3. Are a variety of appropriate
formal and informal assessments
utilized?

-The targets are appropriate and measurable. You will informally
assess as the lesson is delivered. You will be able to formally assess
the students using Quaver.
-The lesson plans are aligned with the identified standards and the
targets.
-Throughout the lesson you plan to informally assess the students.
You have also planned to assess the students using Quaver.
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Instructional Delivery:
6. Are learning targets, directions,
and procedures communicated
appropriately to students?
7. Are lessons sequenced and
scaffolded appropriately?
8. Are checks for understanding
and differentiation used to meet
the needs of all learners?
9. Does the candidate integrate
technology and/or digital tools to
engage learners?
10. Does the candidate manage a
safe and respectful learning
environment?

Assessment:
1. Are assessments data driven?
2. Do assessments align to
standards?
3. Do informal and formal
assessments give meaningful
feedback to learners?
4. Are there a variety of
assessments that are
developmentally appropriate and
use both formative and
summative data?
Analysis of Teaching:
Do instructional choices stem from
research and theory?
What additional feedback do you
have for the candidate?

96

-First you led the warmups. As you started teaching the content of
the lesson, you explained to the students what would be taught
today.
-This lesson is the third in a sequence of lessons. Each lesson builds
on the content of the previous lesson(s).
-You are using call and response. You are able to informally assess
the students as they respond chorally. Some students ask questions
and you respond to these without letting these interactions slow the
pace of the lesson.
-You used the document camera and the computer. The students
used their Chromebooks to take the Quaver quiz.
-The behavior of the students is generally appropriate. Using call
and response engages all of the students. When students ask
questions that stray from the content of the lesson you quickly
respond and get back to the lesson. When some students are talking
and you are speaking to the class, you tell them that you will wait
until the class is ready to listen. The class responds quickly. When
students aren’t quiet as they stand to leave, you have them sit and
ask why this is happening. You are having them practice the routine
of leaving this classroom.

-The assessments are mostly informal. Adjustments to your lesson
delivery would be based on these informal assessments. You plan to
collect assessment data using Quaver at the conclusion of the third
lesson.
-The assessments are aligned to the standards.
-Throughout the lesson you informally assess the understanding of
the students. You provide feedback as the lesson progresses.
-All of the assessments were informal except for the Quaver quiz
which will provide you with data.

You did not provide this information in your lesson plans. We
discussed how you can provide this evidence at the summative
meeting.
9:05 You begin by leading warmup activities and exercises.
9:09 Warmups are over and you have the students sit. You review.
9:20 Presenting the Classical Period.
9:32 Students open the Chromebooks and take the quiz. Mrs.
Dodson supports you during the quiz.
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Part II: What are the next steps for the teacher candidate? Establish one or two specific and
observable goals for the next scheduled observation.
1. Please remember to provide Mrs. Dodson and me with the lesson plans five days before
you teach them.
2. Contact Zig and Melanie about Term 2 placement.
Part III: Share one or two outstanding strengths of the teacher candidate.
a. The pacing of the lesson is excellent. You kept it moving. This is helpful for classroom
management and holding the interest of the students.
b. Your use of dynamics in call and response was very effective. It engaged the students.

Ongoing Observational Feedback from Cooperating Teacher
Date

Notes

1/19/21 Beginning Orchestra:
• I LOVE that you talk about stretching. I do stretches with the kids frequently
as a “brain break” or when I see them start to stretch their neck/arms in their
chairs. So important. Question: What are the benefits of stretching at the
beginning before muscles are warm vs. later as a break or cool down
exercise?
Advanced Orchestra
• Nice job reviewing rhythm basics and bow divisions.
• When you are counting in 6/8 time, be sure to count all 6 beats, not “123
123” and count LOUDLY
• Consider using “ready here we go” or something similar as a count-off to
clarify when you want students to come in. They don’t necessarily need 2 full
measures (time consuming), just a clear entrance.
• Great job using visuals on the board for rhythm counting AND isolating the
trouble measure
o What “back pocket” strategies can you have to pull out during
rehearsal? (ex: clapping rhythms, air bowing, etc.)
1/20

Beginning Orchestra
• Count offs were better today - nice job!
• For the open string cycle, kids are used to going up, then down. It is from
George Bornoff’s open string cycle.
o What major string pedagogues have you studied? My favorites
are Bornoff and Paul Rolland. Mimi Zweig is also a boss.
• Chord building is fun. Be sure to share the idea behind it with students
before having them play - what is the goal?

1/25

Beginning Orchestra
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If you do a call and response like “hey orchestra” be sure to get a response.
If you don’t then repeat. Otherwise, they learn that they don’t necessarily
need to respond.
Good job sharing and relating to students
I’d like to see you be brave and try the podium. It makes you more visible to
them and is a cue that it is time to pay attention.
I tuned the bass for you today… it’s all you tomorrow! I can help before
school if you would like. You can do it!
We should talk Bornoff’s open string cycle sometime. Consistency and
repetition are key. I’ll try to remember to bring you some books by/about his
system to borrow.
You did a thorough job with Ode to Joy, which is great. Tomorrow, we need
to get to the “new stuff” a little quicker.

1/26

Beginning:
• NICE JOB! Warm-ups flowed a lot better this morning.
• Good job on insisting on their attention with “I’ll wait.”

2/1

Happy February! We should start getting you more podium time. Some
observations:
• Good job tackling tuning. They are always a nightmare after a long break. If
you ever would like some help, just give me a holler and I will jump in.
• Yay for key signature review. Key signatures are TRICKY for kids for some
reason. One of those things that needs reviewed constantly.
• Nice voice!
• You have done an excellent job getting them back into the swing of things.
• Good catch with the last measure on the Scale Warm-up with the 8th notes.
Be careful not to let them rush the pizzicato.
• Question: How would you feel about either adding some stickers to your bow
or borrowing a school bow with stickers so they can see your bow division
when you model a little better?

2/8

First time flying solo!
• Wow. I appreciate your vulnerability with the students. It was very touching
to watch you share with them.
• Nice job tightening up your warm-up routine
• I noticed that you asked their permission several times “is it okay if…” - just
go for it! They will follow.
• When conducting, be sure not to let them slow you down. The second time
through Boil Em Cabbage Down, you tried to push faster, but then they
actually were slowing down. I tried to push the tempo from the back a little. If
you want faster, push them faster! Consider having them air bow or bow
open strings. 9 times out of 10, bows are the culprit for slowing down. In this
case, they were using too much bow for the 8th notes.
• P. 26
o Be sure to include bass and cello when giving fingering
instructions - Ex: for cello, C is 4th finger, not 3rd finger; bass is 2nd
finger. I use “white tape on G string” - this is why I color code the
tapes.
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Feel free to make them take turns playing notes so you can help
each student correct the note.
o As we continue learning these notes, let’s be intentional about
reiterating our new key signature with c natural. This is tricky for kids!
o Try not to rush the building blocks. I have found that if we take time
on foundations, learning literature goes SO much smoother. It is
tempting to want to get to the “fun stuff,” but it is only fun for kids if
they have the skill set they need to be successful because we have
focused on the basics.
Chicken Pizzicata
o This is their FIRST orchestra piece. Celebrate!! It is exciting! But kids
will only get excited if you do.
o Good job with the pencil check. I always ask them to hold them up - it
is a good accountability check.
o Call out measure numbers when listening. This music is easy for us
to follow along, but it is overwhelming to them. The longest song they
have ever seen is 20 measures (4 lines) long - this is a whole page!
o Break it into chunks when learning a new piece - beginning is unison,
so that is great.
▪ Focus on what is repetitive
▪ Clap the main rhythmic motive
▪ Feel free to give them “individual practice time” to look at a
certain group of measures
▪ You can work on certain sections at a time. For example, if
violins/violas have one part and cello/bass have another,
have violin/viola play, then cello/bass, then combine.
o If they are struggling with a rhythm, ask a leading question or identify
what they are doing wrong instead of just repeating it over and over.
Ex: How many beats does a half note get? Let’s be sure to give them
their full value.
o

2/9

Nice job. Some thoughts:
• Don’t rush the book work. We have plenty of time to learn their sheet music.
Building blocks are important.
• Don’t settle. If they do it incorrectly, they should do it again. What seems
over-repetitive to you is just right for them.
• Demonstrate what they are doing wrong compared to what it should be if
they are having a lot of trouble identifying their error.
• How can you intentionally help students identify and correct errors?
• Practice reading off of a score. It gets easier with time - a binder might help
keep pages straight.
• They don’t know F natural yet.
• Try to keep things moving and ALL students engaged. If there is too much
dead time, you will lose them. Middle schoolers have short attention spans.
More playing, less talking speaks volumes.
• Try to keep things light and fun. How can you keep things exciting?
• Feel free to bite off slightly bigger chunks of Chicken Pizzicata - they were
doing pretty well with it. They just need time and repetition. Too small of
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chunks, and you are going to lose kids to boredom. There is a delicate
balance of keeping the top kids engaged and the struggling kids caught up.

2/14

Happy Valentine’s Day!
• Great job getting started quickly and keeping things light during warm-ups.
• Remind me to show you a game called parakeet. It can be a helpful and fun
way to get their ears and fingers working.
• Remind them to sit up straight. If their posture/position isn’t correct, their
notes won’t be in tune.
• We do need to keep working in the book so they continue to progress. We
should be through p. 27 AT LEAST by the end of the week.
• Be sure to watch out for students just sitting and find out WHY they are
having trouble participating. Some need help getting started. Today, Abbie
needed music because she had been absent.
• Don’t let them rush. YOU are in charge of tempo.
• I like to use a “fist to 5” for check-ins: “give me a rating from one to five”
rather than a thumbs-up… a thumbs down can have a negative connotation.
• If you want violin/viola to come in, make sure they know you want them to
play and give them a clear cue. At this stage, both verbal AND visual cues
are good.
• It’s okay if it isn’t perfect yet. Keep them playing when possible.
• Consider starting @ m. 25 where they are in unison until they get the hang
of it, then back-track to m. 21
• Say “RETAKE” on the rests to remind them. We don’t want them
building bad habits. Be consistent and insistent.
• If you give them a suggestion for writing something in, they won’t do it. You
have to insist. Kids are lazy with pencils! It’s also important to give them time
to write in their music if you want them to.
• Snapping while conducting is great, but make sure you can still visually see
a beat.
• You will need to start slower so they don’t fall apart with their bows.
• Practical advice: Give verbal reminders while kids are playing. Ex:
“retake,” “pick up your bows,” “don’t rush”
**We need to go over dynamics SOON. Maybe Wednesday?
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Observation Feedback from University Supervisor for High School Placement

Clinical Observation Feedback Form
Teacher Candidate: Andrea Morgan
Cooperating/Clinical Teacher’s Name: Joel Tanner
University Supervisor’s Name: Darrel Camp
Subject/Grade Level Observed: Music / Orchestra
Date: April 28, 2022
Number of Students: 20 students

“Look Fors”:
Lesson Planning:
1. Are goals and objectives, standards, or
targets appropriate and measurable?

2.
Do lesson plans align to objectives,
standards, or targets?
3.
Lesson is based on assessment data?

4.
Are lessons sequenced and scaffolded
appropriately?
5.
Lesson has an opening/hook?

Examples/Evidence from the
Lesson/Supervisor Notes
The standard and targets are appropriate and
measurable. You can informally measure the
targets through observation as the students
play.
You could have had a target about listening
staying together. You spent some time
discussing this with the students. It was part
of the displayed slide. You may have added
this since you sent me the lesson plan.
The lesson plan is aligned with the standard
and targets.
You have planned the lesson based on the
needs of the students as the students
performed previously.
The lesson plan indicates that this is part of a
series of five lessons.
As the students enter you let them know how
the seating will be today. As the lesson
begins you explain what will be included in
this lesson. The agenda and other
information is posted on the screen.
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Instructional Delivery:
1. Are learning targets, directions, and
procedures communicated appropriately to
students?
2.
Are checks for understanding and
differentiation used to meet the needs of all
learners?

3.
Does the candidate integrate
technology and/or digital tools to engage
learners?
4.
Does the candidate utilize researchbased behavior management strategies to
promote an optimal learning environment such
as high engagement strategies, Grinder
techniques, proactive procedures/routines, etc.

5.
Estimated times of instruction are
planned. - Pacing of lesson was appropriate. Candidate adjusted lesson closing
appropriately (lesson ended early or ran over
time limit)
Assessment:
1. Does the candidate provide meaningful
feedback throughout the lesson, addressing
tasks and/or assessment?
2.
The candidate's assessments are ___
aligned to a learning target ___
developmentally appropriate ___ of enough
variety to allow students to show competence
___ formal ___ informal ___ formative ___
summative ___ other
Analysis of Teaching:

You spend some time discussing seniors
graduating from the program.
You have information posted on the screen
as the lesson begins.
Throughout the lesson you provide
instructions and directions.
I want to clean up what is going on from
182.
You demonstrated the bowing required and
listen to the students.
“It’s about blending here.” You explain then
listen for a change in the playing.
Throughout the lesson you are checking for
understanding as you listen to the students as
they perform.
You have information posted on screen as
class begins.
The rest of the lesson is all about the playing
of the instruments and your instruction.
The students are seated so that all of them
can see you and you them.
You use routines and procedures that the
students have been taught and respond to.
You provide positive verbal reinforcement to
the students.
While you instruct sections the rest of the
orchestra quietly waits.
Your lesson plans include estimated times.
Your pacing is very good, the students stay
engaged.
You rehearse right up to the bell.
As the students rehearse you provide
feedback. You hear what is being played,
stop the orchestra and provide specific
feedback.
The assessments are based on what you hear
as the students play. You provide feedback
and instruction, then the students play again.
If needed, you provide more instruction.

This evidence will be part of the Reflection
responses, number 4.
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Candidate is able to discuss, provide evidence
of, and can justify connections to educational
research and/or theory?
Candidate uses research and/or theory to
explain their P-12 learner's progress?

Also, part of the Reflection responses.

Part II: Share what went well with the lesson and areas of strength.
1. You are doing very well conducting the orchestra. They respond quickly to your
direction.
2. Your teaching is going very well. You are using strategies that will transfer to a teaching
position whatever the grade level.
Part III: What are the next steps for the teacher candidate. Establish one or two specific and
observable goals for the next scheduled observation.
a.
I think my best advice is to continue to learn as you much as you can from Mr. Tanner
about conducting. He seems like a great mentor who wants you to be a successful conductor.
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APPENDIX C: JOURNAL ENTRY
Transcription of Figures 9.1, 9.2, 9.3
February 4th, 2004
It’s almost the end of week five of winter term. Though it feels it’s been going by quickly, it
has not been without extra difficulty and the stakes have risen dramatically as we are all
engrossed by the impending submission of the edTPA. The first week of the term I found out that I
had been exposed to possibly several people who tested positive for Covid. This forced me to
suspend all of my in-person obligations including my first in-person classes on campus, the first
week in my new placement, and I also had to cancel all of my in-person private lessons that week. I
feared that I may have developed a few symptoms – dry throat, a cough, what I thought might be
the beginning of a sore throat. The omicron variant has been ravishing the state like a wildfire. It
seemed inevitable that we would all get it, and that we needed to accept that inevitability. I spent
that week scrambling to get tested. My symptoms never escalated, and I believe now that my
increasing stress may have exacerbated what few symptoms I had. It was as though I could feel
the vaccine doing its work of fighting the virus. I know that without it, I would have inevitably
gotten sick. But finding a test proved to be difficult. All of the at-home tests were sold out
everywhere. I would need to get negative test results from both a rapid test and a PCR in order to
return to my in-person duties. Luckily, I was able to get a PCR at WOU’s campus, but it would be at
least two days before I would receive those results. I ended up driving from Monmouth all the way
to Northeast Portland to a drive thru clinic where they were offering both PCR’s and rapid tests for
a pretty hefty fee. The line of cars stretched for at least a mile. People were trying to pull around to
the other side of the intersection in an effort to cut in line. Others were getting out of their cars
and screaming at them to get in the back of the line. It was wild, primal, desperate. After three
and a half hours I finally reached the head of the line and got my second and third nostril swabs of
the day. It is not a pleasant experience, but I felt much worse for the sole person who had to
administer these swabs to these hundreds of people, one by one. All of my tests would eventually
come back negative, but it still had a sickening effect on the trajectory of my progress this term. I
have managed to stay on task for the most part, but I can’t help but feel so behind. The delicate
balance among course work, clinical practice as well as my private students and ongoing musical
endeavors has become increasingly more top-heavy, and it’s taking all of my mental and physical
strength to keep it all from tumbling over and crashing onto the floor. I started this journal
because it’s supposed to be used as part of my data collection for my master thesis, otherwise
known as the “Action Research Project”. I’m sure that I should probably be recording my entries
more in the way that a scientist would while conducting research in the field. Chicken scratch,
statistics, short, on the spot observations, hypotheses, predictions, questions, goals, the outcomes
of experiments…I should be waxing poetic about my burning questions pertaining to educational
pursuits and my intentions of becoming a “better” teacher. But it’s clear that this journal has not
been following that trajectory at all and I fear that it might be reflecting an unfortunate pattern
that is perpetuated by a lack of morale. At this point I don’t feel like I am even close to
approaching the question “how do I become a better teacher” but rather “how do I sustain any
desire I once had to become a teacher?”. I would like to elaborate more about my current state of
mind that reflects this question, but I am once again left with a limited amount of time to finish my
thoughts. I am hoping to be able to shave out more windows of time like this to record my
thoughts so that I don’t feel like I have to play five weeks of “catch-up” every time…

